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“The	  problem	  with	  Jazz	  as	  a	  term	  it	  is	  both	  a	  strength	  and	  weakness.	  Jazz	  
for	  most	  people	  is	  the	  picture	  of	  what	  they	  have	  in	  their	  minds.	  There	  
isn’t	  a	  thing	  called	  jazz.	  People	  have	  different	  ideas	  of	  what	  jazz	  might	  
be,	  dependent	  on	  where	  and	  when	  they	  encountered	  it	  and	  the	  role	  it	  
had	  in	  their	  lives.”	  









“I	  congratulate	  you.	  Having	  been	  closely	  involved	  in	  an	  attempt	  to	  
compile	  one	  of	  these	  a	  couple	  of	  decades	  ago,	  I	  have	  a	  particularly	  acute	  
appreciation	  of	  the	  magnitude	  of	  the	  task,	  and,	  worse,	  its	  politics.	  No	  
two	  people	  will	  ever	  agree	  as	  to	  what	  should	  be	  included	  in	  a	  book	  like	  
this.”	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This	  study	  outlines	  a	  research	  project,	  which	  involved	  developing	  an	  Australian	  Jazz	  Real	  Book	  (AJRB).	  The	  
research	  question	  guiding	  this	  study	  is:	  How	  is	  an	  Australian	  Jazz	  Real	  Book	  developed?	  A	  mixed	  methods	  
approach	  was	  used	  in	  responding	  to	  the	  research	  question	  and	  incorporates	  survey,	  Real	  Book	  analysis	  and	  
key	  informant	  interviews	  to	  create	  an	  insider-­‐led	  work-­‐based	  research	  project.	  Data	  was	  obtained	  through	  a	  
survey	  and	  Real	  Book	  analysis;	  from	  this	  a	  draft	  AJRB	  was	  produced.	  I	  embarked	  on	  a	  composition	  collection	  
process,	  accepting	  submissions	  from	  composers	  and	  attempting	  to	  locate	  compositions	  that	  were	  identified	  in	  
the	  survey.	  The	  draft	  AJRB	  was	  used	  for	  comment	  and	  criticism	  by	  key	  informants	  in	  a	  series	  of	  interviews.	  Key	  
informants	  of	  education,	  performance,	  curriculum	  development	  and	  Australian	  jazz	  history	  were	  identified	  to	  
represent	  a	  wide	  cross-­‐section	  of	  the	  Australian	  jazz	  community.	  These	  people	  have	  ‘insider’	  knowledge	  of	  the	  
history	  and	  development	  of	  Australian	  jazz.	  	  
This	  study	  involved	  the	  development	  of	  the	  Australian	  Jazz	  Real	  Book.	  This	  research	  is	  important,	  as	  the	  AJRB	  
has	  the	  potential	  to	  be	  a	  culturally	  and	  educationally	  significant	  resource	  as	  well	  as	  a	  useful	  tool	  for	  practising	  
musicians	  and	  educators	  in	  Australia.	  The	  AJRB	  is	  a	  resource,	  particularly	  relevant	  in	  tertiary	  music	  education	  
communities.	  With	  its	  availability,	  it	  provides	  curriculum	  designers	  the	  opportunity	  to	  integrate	  previously	  
unavailable	  Australian	  jazz.	  	  
The	  AJRB	  was	  developed	  according	  to	  the	  results	  gained	  from	  the	  web	  survey.	  Key	  informant	  interviews	  
provided	  greater	  insights	  and	  detail	  that	  were	  refined	  into	  the	  draft	  AJRB.	  	  
Whilst	  this	  study	  did	  not	  encompass	  the	  implementation	  of	  the	  AJRB,	  its	  development	  has	  gone	  a	  long	  way	  
towards	  addressing	  the	  aims	  of	  making	  Australian	  jazz	  compositions	  available,	  encouraging	  greater	  awareness	  
of	  Australian	  jazz,	  and	  developing	  a	  useful	  resource	  for	  practising	  and	  performing	  musicians.
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Chapter	  1.	  Introduction	  
This	  study	  involved	  the	  development	  of	  the	  Australian	  Jazz	  Real	  Book.	  This	  research	  is	  important,	  as	  the	  AJRB	  
has	  the	  potential	  to	  be	  a	  culturally	  and	  educationally	  significant	  resource	  as	  well	  as	  a	  useful	  tool	  for	  practising	  
musicians	  and	  educators	  in	  Australia.	  The	  creation	  of	  the	  AJRB	  is	  the	  start	  of	  many	  other	  processes	  needed	  to	  
further	  acknowledge	  and	  make	  available	  Australian	  jazz.	  The	  AJRB	  is	  a	  needed	  resource,	  particularly	  in	  tertiary	  
music	  education	  communities.	  With	  its	  availability,	  it	  provides	  curriculum	  designers	  the	  opportunity	  to	  
integrate	  previously	  unavailable	  Australian	  jazz	  into	  curricula.	  	  
	  
Aims	  and	  objectives	  
The	  primary	  objective	  of	  undertaking	  the	  research	  on	  developing	  an	  AJRB	  is	  to:	  
1. Develop	  an	  AJRB:	  a	  useful	  resource	  for	  practising	  and	  performing	  musicians	  and	  educators.	  
	  
The	  aims	  of	  undertaking	  this	  research	  include:	  
1. Making	  Australian	  jazz	  compositions	  available	  to	  the	  Australian	  jazz	  community.	  
2. Enabling	  Australian	  jazz	  musicians	  to	  share	  a	  common	  language	  and	  knowledge	  of	  repertoire	  with	  the	  
use	  of	  the	  AJRB.	  	  
3. Encouraging	  greater	  awareness	  of	  Australian	  jazz	  music	  and	  musicians.	  
4. Developing	  an	  available	  and	  useful	  resource	  for	  practising	  musicians	  in	  educational	  settings.	  
5. Developing	  a	  collection	  of	  significant	  Australian	  jazz	  compositions	  for	  archival	  and	  study	  purposes.	  
6. Documenting	  aspects	  of	  the	  history	  and	  development	  of	  the	  Australian	  jazz	  sound.	  
Research	  questions	  
The	  research	  question	  guiding	  this	  study	  is:	  	  
How	  is	  an	  Australian	  Jazz	  Real	  Book	  developed?	  
In	  asking	  this	  question,	  the	  following	  questions	  are	  also	  considered:	  What	  would	  an	  AJRB	  look	  like?	  What	  
compositions	  should	  be	  included	  in	  an	  AJRB?	  What	  is	  an	  Australian	  jazz	  sound?	  
	  
Rationale	  
It	  is	  important	  to	  undertake	  this	  study	  because	  an	  AJRB	  has	  the	  potential	  to	  make	  a	  strong	  and	  important	  
contribution	  to	  the	  documentation	  and	  definition	  of	  Australian	  jazz	  and	  the	  Australian	  jazz	  sound.	  It	  has	  the	  
potential	  to	  be	  a	  culturally	  and	  educationally	  significant	  resource	  as	  well	  as	  a	  useful	  tool	  for	  practising	  
musicians	  and	  educators	  in	  Australia.	  This	  study	  makes	  a	  contribution	  towards	  the	  recognition	  of	  Australian	  
jazz	  artists,	  and	  provides	  a	  pathway	  for	  the	  further	  development	  and	  exploration	  of	  the	  Australian	  jazz	  sound.	  
Whilst	  there	  are	  some	  writings	  on	  the	  Australian	  jazz	  sound	  (Johnson,	  2000;	  Shand,	  2009;	  Whiteoak,	  1998;	  
Bisset,	  1987;	  Williams,	  1981)	  it	  largely	  has	  not	  been	  documented	  in	  a	  Real	  Book	  format.	  Because	  of	  this,	  
practising	  and	  developing	  musicians	  as	  well	  as	  performing	  musicians	  and	  educators	  have	  to	  rely	  on	  overseas	  
Real	  Books	  (Carr,	  Fairweather	  &	  Priestley,	  1998;	  Karasivvidis,	  2001;	  Leonard,	  2006;	  Sher,	  1998)	  to	  learn	  and	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perform	  repertoire.	  This	  study	  was	  identified	  as	  overwhelmingly	  needed,	  useful	  and	  long	  overdue	  from	  the	  
responses	  to	  the	  survey	  conducted	  in	  2009.	  
Situation	  of	  the	  researcher	  
I	  am	  a	  jazz	  musician	  who	  teaches,	  composes	  and	  performs.	  I	  have	  used	  Real	  Books	  extensively	  for	  study,	  
teaching	  and	  performance	  and	  am	  aware	  of	  the	  use	  and	  usefulness	  of	  Real	  Books.	  I	  have	  been	  aware	  of	  the	  
need	  for	  an	  AJRB	  within	  the	  Australian	  jazz	  community,	  as	  I	  have	  discovered	  there	  are	  many	  excellent	  jazz	  
tunes	  written	  by	  my	  colleagues.	  These	  original	  tunes	  were	  usually	  not	  circulated	  outside	  the	  composer’s	  
immediate	  playing	  colleagues.	  I	  regard	  these	  tunes	  as	  good	  as	  they	  were	  appropriate	  to	  play	  on	  a	  variety	  of	  
gigs,	  were	  fun	  to	  solo	  over,	  and	  demonstrated	  a	  variety	  of	  melodic,	  harmonic	  and	  rhythmic	  elements.	  I	  have	  
been	  made	  aware	  of	  the	  lack	  of	  opportunity	  to	  play	  Australian	  jazz	  by	  my	  peers	  whilst	  studying	  jazz	  
performance	  at	  the	  tertiary	  level.	  I	  am	  an	  insider	  amongst	  the	  Australian	  jazz	  community,	  and	  have	  used	  this	  
position	  to	  access	  particular	  insider	  information	  to	  inform	  the	  research,	  and	  bring	  about	  a	  contribution	  to	  
practice.	  
Limitations	  of	  the	  study	  
This	  research	  is	  not	  intended	  to	  be	  a	  recounting	  of	  the	  history	  and	  development	  of	  Australian	  jazz,	  which	  
authors	  such	  as	  Bruce	  Johnson	  and	  John	  Shand	  have	  previously	  explored.	  It	  also	  does	  not	  seek	  to	  make	  
comparison	  between	  stylistic	  individualities	  of	  Australian	  jazz	  as	  distinct	  from	  other	  jazz.	  It	  does,	  however,	  
seek	  to	  explore	  the	  notion	  of	  Australian	  jazz,	  and	  the	  features	  it	  may	  or	  may	  not	  have,	  and,	  particularly,	  how	  
to	  represent	  it	  within	  a	  Real	  Book.	  
This	  study	  does	  not	  seek	  to	  define	  jazz	  and	  what	  it	  is	  not,	  and	  does	  not	  attempt	  to	  provide	  an	  in-­‐depth	  history	  
and	  development	  of	  jazz	  throughout	  the	  world.	  This	  study	  also	  does	  not	  describe	  the	  only	  process	  of	  creating	  
an	  AJRB;	  it	  identifies	  one	  pathway	  to	  assembling	  a	  Real	  Book.	  With	  different	  research	  tools,	  personal	  values,	  
key	  informants	  and	  other	  factors	  the	  researcher	  would	  have	  produced	  a	  different	  outcome.	  As	  an	  insider	  
researcher,	  I	  chose	  to	  apply	  certain	  research	  mechanisms	  in	  a	  particular	  order	  based	  on	  my	  perspectives	  
whilst	  adopting	  a	  mixed-­‐methods	  research	  design.	  
Plain	  language	  
This	  research	  project	  uses	  several	  words	  including	  ‘tune’,	  ‘song’	  and	  ‘chart’	  to	  denote	  ‘composition’.	  As	  jazz	  
sits	  somewhere	  between	  classical	  music’s	  formal	  use	  of	  ‘composition’	  and	  popular	  music’s	  informal	  use	  of	  
‘tune’	  or	  ‘song’	  I	  have	  chosen	  to	  use	  a	  combination	  as	  appropriate.	  The	  interchangeability	  of	  these	  terms	  is	  
accepted	  within	  the	  jazz	  community.	  Musician	  ‘chops’	  are	  used	  to	  describe	  technical	  ability,	  to	  execute	  music	  
physically	  and	  to	  negotiate	  chord	  changes.	  In	  addition,	  ‘gig’	  is	  used	  to	  denote	  a	  performance.	  
Summary	  of	  research	  process	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The	  study	  commenced	  with	  an	  extensive	  review	  of	  the	  literature	  on	  Australian	  jazz.	  This	  included	  an	  
examination	  as	  to	  why	  Australian	  jazz	  has	  not	  been	  documented	  in	  an	  AJRB.	  A	  survey	  was	  developed	  to	  gather	  
responses	  from	  the	  Australian	  jazz	  community.	  The	  survey	  was	  designed	  by	  researching	  other	  Australian	  jazz	  
surveys	  previously	  undertaken	  and	  constructing	  questions	  in	  a	  form	  similar	  to	  the	  one	  described	  in	  Survey	  
Research	  and	  the	  World	  Wide	  Web	  (Nesbary,	  2000).	  A	  website	  was	  created	  (www.australianjazzrealbook.com)	  
to	  host	  the	  survey.	  Thirty	  six	  questions	  were	  included	  in	  the	  survey	  which	  provided	  an	  efficient	  way	  to	  elicit	  a	  
large	  number	  of	  ideas	  the	  respondents	  had	  for	  an	  AJRB.	  Approximately	  400	  email	  invitations	  were	  sent	  out	  
and	  200	  responses	  were	  received	  to	  participate	  in	  the	  AJRB	  web	  survey.	  Data	  was	  received	  that	  could	  inform	  
the	  likely	  composition	  of	  the	  AJRB.	  To	  a	  small	  extent,	  the	  main	  question	  of	  ‘How	  is	  an	  AJRB	  developed?’	  was	  
partially	  answered	  through	  this	  process	  (see	  Volume	  2,	  the	  Australian	  Jazz	  Real	  Book).	  Due	  to	  the	  large	  
amount	  of	  data	  received,	  a	  general	  view	  of	  how	  an	  AJRB	  would	  look,	  feel	  and	  operate	  was	  created	  that	  would	  
satisfy	  most	  of	  the	  survey	  respondents.	  An	  analysis	  was	  conducted	  of	  commonly	  used	  Real	  Book	  resources	  
that	  are	  used	  in	  many	  educational	  institutions	  and	  the	  results	  and	  findings	  were	  generated.	  	  
	  
Contact	  was	  made	  with	  the	  National	  Film	  and	  Sound	  Archive’s	  (NFSA)	  Australian	  Jazz	  Archive	  in	  Canberra.	  The	  
efforts	  of	  Bruce	  Johnson	  and	  the	  NSW	  Jazz	  Development	  Office	  (NSWJDO)	  to	  create	  an	  AJRB	  in	  1985	  were	  
located	  in	  a	  storage	  warehouse	  as	  part	  of	  the	  NFSA	  after	  many	  years	  of	  not	  being	  readily	  available.	  I	  was	  
granted	  access	  to	  these	  items	  and	  accessed	  them	  in	  April	  2010.	  This	  went	  some	  way	  to	  provide	  insights	  on	  the	  
extent	  that	  Bruce	  Johnson	  and	  the	  NSWJDO	  achieved	  in	  publishing	  an	  AJRB,	  the	  decision-­‐making	  process,	  the	  
formatting,	  length,	  the	  performers	  represented	  and	  the	  compositions	  included.	  	  
	  
Responses	  were	  received	  from	  the	  Australian	  jazz	  community	  for	  tunes	  to	  be	  included	  in	  the	  AJRB.	  Formatting	  
of	  compositions	  was	  done	  in	  the	  music	  notation	  program	  Sibelius	  and	  emailed	  back	  to	  composers	  for	  proof	  
reading	  and	  correcting.	  A	  draft	  AJRB	  was	  produced	  based	  on	  recommendations	  and	  findings	  of	  the	  survey	  and	  
Real	  Book	  analysis.	  Draft	  copies	  of	  the	  AJRB	  were	  distributed	  to	  a	  select	  group	  of	  key	  informants	  (‘critical	  
reviewers’)	  within	  the	  jazz	  community,	  including	  performers	  who	  contributed	  compositions	  to	  the	  AJRB.	  The	  
key	  informants	  were	  invited	  to	  review	  the	  AJRB	  were	  asked	  to	  provide	  a	  critique	  on	  how	  to	  make	  
improvements,	  possible	  implementation	  and	  publication.	  Electronic	  files	  were	  not	  sent	  for	  review	  as	  the	  risk	  
of	  unintended	  dissemination	  of	  composers’	  material	  not	  under	  authorised	  license	  was	  too	  high.	  A	  bound	  
printed	  copy	  was	  sent	  to	  each	  reviewer.	  The	  critical	  reviewers	  were	  interviewed	  and	  their	  recommendations	  
for	  improving	  the	  draft	  AJRB	  were	  recorded.	  Transcripts	  of	  interviews	  were	  taken	  for	  analysis.	  From	  this,	  
recommendations	  and	  a	  summary	  were	  produced	  to	  make	  refinements	  to	  the	  AJRB	  draft.	  Changes	  were	  then	  
made	  to	  the	  AJRB	  according	  to	  these	  findings.	  A	  discussion	  of	  the	  insights	  to	  the	  notion	  of	  the	  Australian	  jazz	  
sound	  was	  conducted.	  
	  




In	  Chapter	  1	  the	  aims	  and	  objectives,	  research	  questions,	  rationale	  and	  my	  situation	  as	  the	  researcher	  are	  
identified.	  Chapter	  2	  provides	  a	  review	  of	  the	  literature.	  This	  contains	  key	  concept	  definitions,	  the	  main	  
writings	  on	  Australian	  jazz,	  an	  overview	  of	  the	  development	  of	  Australian	  jazz,	  an	  overview	  of	  contemporary	  
discussions	  surrounding	  global	  jazz	  developments	  and	  an	  exploration	  to	  the	  notion	  of	  Australian	  jazz.	  Chapter	  
3	  describes	  the	  Methodology	  adopted	  for	  this	  study,	  while	  the	  data	  and	  findings	  of	  the	  research	  are	  presented	  
in	  Chapter	  4.	  Chapter	  5	  presents	  the	  conclusions	  and	  recommendations	  of	  the	  study	  as	  well	  as	  
recommendations	  for	  future	  research.	  Volume	  two	  of	  this	  study	  includes	  The	  Australian	  Jazz	  Real	  Book,	  the	  
resource	  produced	  from	  this	  research.	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Chapter	  2.	  Literature	  Review	  
The	  literature	  review	  explores	  the	  history	  and	  development	  of	  Real	  Books	  and	  their	  use.	  The	  notion	  of	  
Australian	  jazz,	  its	  importance,	  and	  whether	  there	  are	  unique	  attributes	  that	  make	  it	  identifiable	  are	  explored.	  
Key	  terms	  are	  defined	  and	  the	  relationship	  of	  Australia	  to	  the	  global	  music	  landscape	  is	  explored.	  A	  review	  of	  
documents	  in	  the	  National	  Film	  and	  Sound	  Archive’s	  Australian	  Jazz	  Archive	  is	  discussed.	  
Real	  Books	  
A	  ‘Real	  Book’	  is	  a	  book	  of	  compositions	  presented	  in	  a	  condensed	  lead	  sheet	  format	  (comprising	  melody,	  
chords	  and	  lyrics)	  used	  by	  musicians,	  educators	  and	  music	  students	  as	  a	  songbook	  to	  practice	  and	  perform.	  
According	  to	  Witmer	  (2007)	  a	  Real	  Book	  is:	  
An	  informal	  collection	  of	  scores	  used	  by	  performing	  musicians	  and	  as	  a	  tool	  for	  learning.	  A	  Real	  Book	  
is	  a	  legalised	  version	  of	  a	  fake	  book.	  A	  fake	  book	  presents	  (either	  in	  loose-­‐leaf	  or	  bound	  form)	  
simplified	  music	  (chords,	  melody,	  lyrics)	  to	  standards	  and	  popular	  tunes,	  enabling	  the	  player	  with	  
enough	  information	  to	  ‘fake’	  the	  tune.	  Contents	  may	  range	  in	  number	  from	  a	  few	  dozen	  pieces	  to	  well	  
over	  a	  thousand.	  Many	  books	  include	  transcriptions	  of	  items	  still	  protected	  by	  copyright,	  and	  are	  
therefore	  illegal;	  as	  a	  result	  fake	  books	  are	  ephemeral	  and	  often	  difficult	  to	  obtain,	  and	  many	  are	  sold	  
by	  dealers	  who	  depend	  largely	  on	  word	  of	  mouth	  for	  their	  trade.	  Bandleaders	  sometimes	  create	  their	  
own	  fake	  books,	  which	  are	  used	  by	  their	  members	  alone.	  Legal	  collections,	  where	  copyright	  has	  been	  
cleared	  with	  the	  original	  publishers	  of	  the	  tunes,	  are	  also	  in	  existence.	  (p.	  753)	  
Musicians	  use	  Real	  Books	  as	  a	  source	  of	  repertoire	  to	  play	  on	  gigs.	  Many	  of	  the	  most	  played	  tunes	  are	  often	  
referred	  to	  as	  ‘standards’	  as	  they	  are	  often	  played	  and	  form	  part	  of	  the	  generally	  accepted	  knowledge	  of	  jazz	  
musicians	  around	  the	  world.	  Jazz	  musicians	  usually	  own	  several	  Real	  Books.	  These	  books	  enable	  musicians	  
who	  do	  not	  know	  each	  other	  to	  do	  a	  gig	  without	  rehearsing	  as	  the	  Real	  Book	  tunes	  serve	  as	  common	  
knowledge.	  	  
A	  Real	  Book	  can	  refer	  to	  any	  of	  a	  number	  of	  popular	  jazz	  fake	  books,	  but	  is	  generally	  used	  to	  refer	  to	  Volume	  1	  
of	  a	  semi-­‐underground	  series	  transcribed	  and	  collated	  by	  students	  at	  Berklee	  College	  of	  Music	  in	  Boston,	  
Massachusetts,	  during	  the	  1970s.	  Quite	  unlike	  its	  predecessors,	  the	  original	  The	  Real	  Book	  was	  not	  just	  a	  
practical	  product	  for	  fans	  of	  music,	  or	  for	  musicians	  themselves,	  but	  rather	  it	  was	  a	  publication	  of	  ‘immense	  
creativity’	  (Kernfeld,	  2006,	  p.	  140).	  The	  Real	  Book	  became	  the	  most	  extensively	  used	  fake	  book	  ever	  published.	  
In	  addition	  to	  the	  five	  informal	  editions	  prepared	  by	  ‘B	  and	  C	  (the	  unnamed	  authors)’,	  subsequent	  musicians,	  
identity	  unknown,	  published	  versions	  of	  The	  Real	  Book	  transposed	  for	  B	  flat	  instruments,	  E	  flat	  instruments	  
and	  bass	  instruments.	  An	  unknown	  author	  published	  the	  now	  standard	  fifth	  edition	  of	  The	  Real	  Book	  (Hal	  
Leonard,	  2007)	  in	  a	  miniaturised	  version,	  for	  ease	  of	  carrying	  or	  ease	  of	  hiding	  it	  from	  audiences	  while	  faking	  
tunes	  on	  the	  job.	  A	  Vocal	  Real	  Book	  (Hal	  Leonard,	  2006)	  restored	  lyrics	  to	  the	  fifth	  edition's	  selection	  of	  
notated	  melodies	  and	  chord	  symbols,	  for	  the	  use	  of	  singers.	  For	  nearly	  30	  years	  it	  remained	  an	  underground,	  
6	  
	  
illegal	  product,	  with	  shady	  characters	  delivering	  The	  Real	  Book	  to	  music	  stores	  from	  car	  trunks,	  and	  just	  about	  
every	  aspiring	  jazz	  musician	  lining	  up	  to	  buy	  a	  copy	  from	  under	  the	  counter.	  	  
In	  2004	  a	  legal	  sixth	  edition	  of	  The	  Real	  Book	  appeared.	  It	  was	  published	  by	  the	  Hal	  Leonard	  Corporation	  and	  
according	  to	  Kernfeld	  (2006)	  advertised	  thus:	  	  
The	  Real	  Books	  are	  the	  best-­‐selling	  jazz	  books	  of	  all	  time.	  Since	  the	  1970s,	  musicians	  have	  trusted	  these	  
volumes	  to	  get	  them	  through	  every	  gig,	  night	  after	  night.	  The	  problem	  is	  that	  the	  books	  were	  illegally	  
produced	  and	  distributed,	  without	  any	  regard	  to	  copyright	  law,	  or	  royalties	  paid	  to	  the	  composers	  who	  
created	  these	  musical	  masterpieces.	  Hal	  Leonard	  is	  very	  proud	  to	  present	  the	  first	  legitimate	  and	  legal	  
editions	  of	  these	  books	  ever	  produced.	  You	  won't	  even	  notice	  the	  difference,	  other	  than	  that	  all	  of	  the	  
notorious	  errors	  have	  been	  fixed:	  the	  covers	  and	  typeface	  look	  the	  same,	  the	  song	  list	  is	  nearly	  identical	  
and	  the	  price	  for	  our	  edition	  is	  even	  cheaper	  than	  the	  original!	  (p.	  140)	  	  
This	  statement	  seeks	  to	  legitimise	  the	  earlier	  efforts	  by	  paying	  royalties	  and	  making	  the	  book	  available	  all	  over	  
the	  world	  through	  Hal	  Leonard’s	  established	  music	  production	  channels.	  This	  has	  been	  an	  important	  step,	  as	  
educational	  institutions	  around	  the	  world	  that	  offer	  jazz	  courses	  need	  to	  be	  able	  to	  prescribe	  legal	  and	  
available	  resources	  for	  students	  to	  purchase.	  Whether	  the	  book	  used	  is	  the	  older	  ‘illegal’	  edition	  or	  the	  newer,	  
Hal	  Leonard	  ‘legal’	  edition,	  at	  least	  one	  edition	  of	  The	  Real	  Book	  has	  become	  an	  indispensable	  resource	  for	  all	  
aspiring	  and	  current	  jazz	  musicians.	  Musicians	  find	  it	  convenient	  to	  work	  from	  ‘the	  book’,	  because	  it	  is	  
available	  in	  different	  editions	  to	  suit	  Bb,	  Eb,	  and	  C	  (concert-­‐pitch)	  instruments,	  as	  well	  as	  a	  bass	  clef	  edition.	  A	  
bandleader	  can	  conveniently	  call	  out	  page	  numbers,	  since	  each	  edition	  is	  paginated	  identically.	  	  
‘Fake’	  books	  were	  created	  illegally	  and	  distributed	  underground	  by	  students	  at	  Berklee	  College	  in	  Boston,	  
Massachusetts	  (Kernfeld,	  2006)	  and	  subsequently	  spread	  around	  the	  world.	  Hal	  Leonard’s	  The	  Real	  Book	  
Volume	  I	  (Leonard,	  2007a),	  The	  Real	  Book	  Volume	  II	  (Leonard,	  2007b)	  and	  The	  Real	  Book	  Volume	  III	  (Leonard,	  
2009b)	  sought	  to	  legalise	  the	  previously	  unauthorised	  editions	  and	  are	  now	  commonly	  available.	  Due	  to	  their	  
popularity	  there	  are	  many	  legal	  Real	  Books	  available	  for	  use.	  There	  are	  over	  50	  Real	  Books	  commercially	  
available.	  In	  many	  higher	  education	  institutions	  around	  Australia	  with	  performing	  arts	  faculties	  there	  are	  many	  
Real	  Books	  in	  their	  libraries.	  Music	  students	  use	  Real	  Books	  to	  learn	  repertoire	  so	  that	  they	  can	  play	  with	  other	  
people	  on	  gigs.	  Many	  secondary	  schools	  around	  the	  country	  use	  Real	  Books	  with	  students	  learning	  to	  
improvise	  over	  chord	  changes.	  Some	  compositions	  contained	  in	  the	  Real	  Book	  are	  included	  on	  syllabi	  for	  
senior	  secondary	  school	  music	  performance	  subjects.	  The	  first	  commonly	  available	  legal	  Real	  Book	  was	  by	  the	  
publisher	  Sher,	  and	  includes	  The	  World's	  Greatest	  Fake	  Book	  (Sher,	  1983),	  The	  New	  Real	  Book	  Volume	  1	  (Sher	  
&	  Bauer,	  1988),	  The	  New	  Real	  Book	  Volume	  2	  (Sher,	  2005c)	  and	  The	  New	  Real	  Book	  Volume	  3	  (Sher,	  2005d).	  	  
Sher	  published	  a	  number	  of	  other	  resources	  that	  complement	  Real	  Books	  in	  the	  areas	  of	  theory	  including	  The	  
Jazz	  Theory	  Book	  (Levine,	  1996),	  harmony	  and	  instrumental	  insights	  The	  Jazz	  Piano	  Book	  (Levine,	  1989)	  and	  
stylistic	  conventions	  Salsa	  guidebook,	  101	  Montunos	  (Mauleon,	  1993,	  1999).	  These	  resources	  seek	  to	  educate	  
the	  student	  in	  providing	  stylistic	  authenticity	  and	  insights	  to	  compositional	  and	  improvisatory	  techniques	  used	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by	  popular	  artists.	  There	  are	  also	  a	  number	  of	  artist,	  genre,	  difficulty	  and	  region	  specific	  Real	  Books	  available	  
including	  Duke	  Ellington	  Real	  Book	  (Ellington,	  2009),	  Bud	  Powell	  Real	  Book	  (Powell,	  2010),	  George	  and	  Ira	  
Gershwin	  Fake	  Book	  (Gershwin	  &	  Gershwin,	  2001),	  The	  Miles	  Davis	  Real	  Book	  (Davis,	  2003),	  Charlie	  Parker	  
Onmibook	  (Parker,	  Aebersold	  &	  Sloane,	  1978),	  The	  Real	  Dixieland	  Book	  (Rawlins,	  2011),	  The	  Real	  Christmas	  
Book	  (Leonard,	  2008),	  The	  Real	  Berklee	  Book	  (Leonard,	  2011a),	  The	  Real	  Blues	  Book	  (Leonard,	  2011b),	  The	  
Latin	  Real	  Book	  (Sher,	  1997),	  The	  Real	  Easy	  Book	  Volume	  I	  (Sher,	  2005),	  The	  Real	  Easy	  Book	  Volume	  II	  (Sher	  &	  
Zisman,	  2005b)	  and	  The	  European	  Real	  Book	  (Sher,	  2005b).	  The	  variety	  of	  specialist	  commercial	  Real	  Books	  
available	  is	  great,	  but	  in	  my	  experience	  many	  professional	  musicians	  still	  have	  the	  original	  bootlegged	  Real	  
Book	  in	  their	  gig	  bag	  as	  their	  preferred	  choice.	  Often	  it	  is	  worn	  from	  many	  years	  of	  use,	  but	  it	  is	  used	  and	  
displayed	  with	  pride	  as	  if	  the	  illegal	  inaccurate	  original	  is	  worth	  more	  than	  a	  ‘legal’.	  From	  personal	  experience	  
colleagues	  regard	  original	  illegal	  Real	  Books	  as	  old	  friends,	  a	  resource	  that	  has	  given	  them	  many	  years	  of	  joy.	  
In	  the	  late	  1990s	  a	  number	  of	  high	  quality	  Real	  Books	  began	  to	  circulate	  as	  PDF	  files	  on	  CD-­‐ROM	  as	  well	  as	  on	  
internet	  websites.	  This	  included	  the	  illegal	  and	  legal	  editions	  of	  Real	  Books.	  Underground	  bootlegging	  of	  the	  
original	  Real	  Book	  was	  no	  longer	  necessary;	  internet	  piracy	  enabled	  dozens	  of	  Real	  Books	  to	  be	  easily	  
downloaded	  and	  printed,	  with	  no	  geographical	  limitations	  to	  slow	  proliferation	  of	  these	  resources.	  The	  
impacts	  of	  this	  phenomenon	  are	  discussed	  by	  Demers	  (2006)	  in	  Steal	  This	  Music:	  How	  Intellectual	  Property	  
affects	  Musical	  Creativity.	  The	  globalisation	  of	  internet	  file	  sharing	  has	  resulted	  in	  Real	  Book	  resources	  being	  
exchanged	  throughout	  the	  world	  at	  the	  click	  of	  a	  mouse,	  where	  once	  these	  files	  would	  have	  to	  be	  illegally	  
produced	  and	  sold	  ‘under	  the	  table’	  and	  only	  if	  ‘you	  knew	  someone	  who	  knew	  someone’.	  The	  result	  of	  this	  is	  
that	  while	  many	  practising	  musicians	  have	  greater	  access	  to	  a	  large	  number	  of	  tunes	  and	  resources	  by	  a	  wide	  
variety	  of	  artists,	  publishers	  of	  Real	  Books	  such	  as	  Sher	  and	  Hal	  Leonard	  have	  seen	  a	  great	  reduction	  in	  sales.	  
Less	  sales	  has	  resulted	  in	  less	  royalties	  paid	  to	  composers	  and	  less	  commercial	  incentive	  to	  produce	  new	  Real	  
Books	  containing	  contemporary	  jazz	  artists.	  	  
An	  exception	  to	  the	  rule	  that	  publishers	  are	  not	  creating	  new	  Real	  Books	  is	  the	  Netherlands	  Real	  Book.	  At	  the	  
North	  Sea	  Jazz	  Festival	  2011,	  Music	  Centre	  the	  Netherlands	  (MCN)	  and	  Rhythm	  Changes	  presented	  the	  first	  
edition	  of	  the	  NL	  Real	  Book:	  a	  collection	  of	  jazz	  compositions	  from	  the	  Netherlands.	  The	  first	  edition	  of	  NL	  Real	  
Book	  contains	  32	  titles,	  but	  is	  a	  work	  in	  progress	  that	  will	  eventually	  contain	  works	  from	  all	  the	  major	  Dutch	  
jazz	  composers,	  and	  is	  available	  in	  C,	  B	  flat	  and	  E-­‐flat	  version.	  MCN	  states	  its	  intention	  clearly:	  	  
The	  NL	  Real	  Book	  seeks	  to	  make	  jazz	  works	  from	  the	  Netherlands	  available,	  in	  order	  to	  facilitate	  
performance,	  arranging,	  study,	  analysis	  and	  education.	  NL	  Real	  Book	  contains	  compositions	  which	  are	  
artistic	  and/or	  historically	  relevant	  to	  jazz	  music	  in	  the	  Netherlands.	  The	  selection	  is	  done	  by	  an	  outside	  
editorial	  board.	  We	  try	  to	  provide	  a	  broad	  overview	  of	  trends	  and	  genres.	  Besides	  well-­‐known	  and	  
frequently	  played	  titles,	  we	  also	  include	  compositions,	  which	  in	  the	  opinion	  of	  the	  editors	  deserve	  more	  
attention.	  (Rhythm	  Changes,	  2010)	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The	  key	  word	  in	  this	  statement	  is	  availability.	  The	  editors	  of	  the	  NL	  Real	  Book	  intend	  that	  the	  availability	  of	  
these	  tunes	  will	  facilitate	  performance,	  arranging,	  study,	  analysis	  and	  education.	  This	  clearly	  is	  aimed	  at	  jazz	  
students	  in	  a	  tertiary	  context,	  as	  many	  jazz	  courses	  would	  involve	  subjects	  such	  as	  performance,	  arranging,	  as	  
well	  as	  history	  and	  styles.	  It	  is	  interesting	  to	  note	  “the	  selection	  is	  done	  by	  an	  outside	  editorial	  board”	  where	  
the	  editorial	  board	  is	  not	  declared	  who	  it	  is	  comprised	  of,	  and	  what	  their	  qualifications	  and	  experience	  are.	  
With	  so	  many	  requisites	  including	  providing	  a	  broad	  overview	  of	  trends	  and	  genres,	  that	  are	  artistic	  and/or	  
historically	  relevant,	  as	  well	  as	  including	  compositions	  that	  deserve	  more	  attention	  ‘in	  the	  opinion	  of	  the	  
editors’,	  it	  is	  interesting	  to	  note	  that	  the	  initial	  edition	  only	  contains	  32	  titles.	  The	  NL	  Real	  Book	  differs	  in	  its	  
construction	  processes	  compared	  with	  The	  Real	  Book	  and	  The	  New	  Real	  Book.	  The	  NL	  Real	  Book	  has	  used	  an	  
editorial	  board	  as	  a	  decision	  making	  process,	  and	  is	  using	  technology	  to	  disseminate	  multiple	  editions	  of	  the	  
NL	  Real	  Book.	  	  
An	  interesting	  spin	  off	  project	  from	  the	  NL	  Real	  Book	  is	  the	  Amsterdam	  Real	  Book.	  The	  Amsterdam	  Real	  Book	  
is	  based	  on	  compositions	  that	  have	  formed	  the	  history	  and	  language	  of	  ‘compimpro’	  music	  in	  Amsterdam	  over	  
the	  last	  thirty	  years.	  These	  pieces,	  from	  such	  composers	  as	  Misha	  Mengelberg,	  Paul	  Termos	  and	  Sean	  Bergin,	  
have	  not	  always	  been	  written	  down,	  but	  are	  an	  essential	  part	  of	  the	  Amsterdam	  improvisatory	  scene’s	  
heritage.	  The	  musicians	  have	  also	  worked	  on	  pieces	  from	  the	  first	  edition	  of	  the	  NL	  Real	  Book,	  which	  contains	  
the	  chord	  charts	  and	  melody	  lines	  of	  32	  Dutch	  jazz	  compositions	  (dOeK,	  2011).	  The	  Amsterdam	  Real	  Book	  is	  
drawn	  from	  two	  Amsterdam	  scenes,	  the	  first	  being	  a	  new	  ‘young	  scene’	  that	  has	  sprung	  up	  over	  the	  last	  five	  
years,	  very	  international	  in	  make-­‐up	  and	  largely	  focused	  on	  completely	  free	  improvisation.	  The	  second	  scene	  
comprises	  well-­‐established	  Amsterdam	  improvisers	  with	  their	  rich	  tradition	  of	  merging	  composition	  and	  free	  
improvisation	  (dOeK,	  2011).	  
The	  history	  of	  bootlegging	  fake	  books	  reaches	  back	  to	  the	  1940s,	  in	  which	  ‘Tune-­‐Dex’	  subscription	  cards	  were	  
illegally	  copied	  and	  distributed	  without	  publishing	  royalties	  paid.	  These	  were	  3”	  X	  5”	  index	  cards	  on	  which	  
chords,	  melody	  and	  lyrics	  were	  printed.	  This	  is	  discussed	  in	  Kernfeld’s	  (2006)	  The	  story	  of	  fake	  books:	  
Bootlegging	  songs	  to	  musicians.	  The	  USA’s	  first	  federal	  trial	  for	  criminal	  copyright	  infringement	  ensued,	  lasting	  
several	  decades,	  and	  involved	  the	  prosecution	  of	  publishers	  by	  the	  government	  and	  the	  music	  industry.	  	  
It	  is	  my	  belief	  that	  practically	  every	  professional	  musician	  in	  the	  country	  owns	  at	  least	  one	  of	  these	  fake	  
music	  books,	  as	  they	  constitute	  probably	  the	  single	  most	  useful	  document	  available	  to	  the	  professional	  
musician.	  They	  are	  a	  ready	  reference	  to	  the	  melodies	  of	  almost	  every	  song	  which	  might	  conceivably	  be	  
requested	  of	  a	  musician	  to	  play.	  –	  FBI	  file,	  Cleveland	  office,	  12	  May	  1964	  (Kernfeld,	  2006,	  p.	  ix)	  
The	  Real	  Book	  was	  an	  immense	  ‘underground’	  success.	  It	  became,	  as	  Pat	  Metheny	  put	  it,	  an	  “almost	  biblical	  
reference	  work”	  (Kernfeld,	  2006,	  p.	  137).	  The	  unexpected	  worldwide	  popularity	  of	  The	  Real	  Book	  was	  not	  
entirely	  desirable,	  to	  the	  extent	  that	  the	  book	  came	  to	  be	  used	  too	  literally.	  It	  was	  utilised	  independently	  of	  
the	  recordings	  from	  which	  it	  drew,	  encouraging	  rigid	  rather	  than	  flexible	  interpretations	  of	  jazz	  themes,	  so	  
much	  so	  that	  the	  book’s	  mistakes	  have	  been	  unknowingly	  reproduced	  and	  effectively	  regarded	  as	  ‘right’.	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Further,	  the	  book	  focused	  excessive	  attention	  on	  its	  repertory	  of	  400	  tunes.	  The	  appearance	  of	  The	  Real	  Book	  
democratized	  the	  music,	  making	  the	  process	  of	  jazz	  performance	  available	  to	  many	  more	  people	  than	  before,	  
but	  it	  also	  threatened	  to	  ‘fossilise’	  the	  music.	  Pat	  Metheny	  (Kernfeld,	  2007)	  provided	  this	  insight:	  	  
It	  was	  the	  first	  book	  that	  also	  reflected	  the	  more	  ecumenical	  nature	  of	  jazz	  and	  the	  jazz	  world	  of	  that	  
time,	  and	  in	  this	  sense	  it	  is	  also	  an	  interesting	  time	  capsule.	  This	  was	  a	  fertile	  period	  where	  suddenly	  
there	  were	  many	  young	  musicians	  who	  felt	  very	  comfortable	  with	  a	  vast	  array	  of	  harmonic	  vocabularies	  
and	  were	  at	  home	  with	  modern	  rhythmic	  styles	  as	  well	  as	  even	  things	  that	  looked	  to	  the	  rock	  music	  of	  
the	  time	  as	  sources	  of	  material.	  In	  this	  sense,	  I	  feel	  The	  Real	  Book	  has	  had	  an	  enormous	  impact.	  It	  has	  
certainly	  caused	  a	  few	  generations	  of	  players	  now	  to	  have	  to	  develop	  skills	  that	  were	  rare	  at	  that	  time	  –	  
only	  the	  very	  best	  players	  of	  that	  era	  would	  be	  able	  to	  go	  pretty	  much	  from	  start	  to	  finish	  in	  that	  book	  
and	  be	  able	  to	  generally	  deal	  with	  the	  intrinsic	  musical	  requirements	  that	  such	  a	  book	  would	  demand.	  
Nowadays,	  it	  is	  pretty	  common	  and	  in	  fact,	  sort	  of	  required.	  It	  still	  is	  kind	  of	  unbelievable	  to	  me	  when	  I	  
see	  it	  almost	  30	  years	  later	  now,	  on	  bandstands	  from	  Kiev	  to	  Bali,	  knowing	  its	  history	  like	  I	  do.	  Believe	  
me,	  no	  one	  involved	  would	  have	  ever	  imagined	  it.	  (Kernfeld,	  2006,	  p.	  137)	  
Metheny’s	  insight	  to	  the	  development	  of	  The	  Real	  Book	  clearly	  illustrates	  the	  effect	  that	  it	  had	  on	  the	  
community	  of	  musicians	  at	  the	  time.	  Whilst	  there	  were	  advantages	  in	  that	  musicians	  played	  from	  the	  same	  
book	  with	  the	  ‘correct’	  chord	  changes,	  and	  developing	  musicians	  gained	  competencies	  in	  a	  wide	  variety	  of	  
styles	  and	  harmonic	  and	  rhythmic	  vocabularies,	  it	  is	  worth	  noting	  that	  its	  creators	  did	  not	  imagine	  the	  reach	  to	  
which	  The	  Real	  Book	  spread	  around	  the	  globe.	  The	  Real	  Book	  contributed	  to	  the	  improvements	  in	  skill	  and	  
repertoire	  of	  several	  generations	  of	  musicians.	  It	  is	  insightful	  that	  even	  though	  The	  Real	  Book	  contains	  over	  
400	  tunes,	  it	  is	  still	  regarded	  as	  limited	  and	  not	  representative	  of	  the	  complete	  history	  and	  development	  of	  
North	  American	  jazz.	  It	  was	  created	  by	  tertiary	  students	  in	  response	  to	  a	  geographically	  localised	  problem,	  not	  
by	  a	  committee,	  editorial	  board,	  by	  surveying	  other	  students	  or	  consulting	  the	  larger	  jazz	  community.	  
Guides	  designed	  for	  students	  on	  how	  to	  use	  Real	  Books	  are	  explored	  in	  the	  texts	  How	  to	  use	  a	  Fake	  Book:	  
Fakin'	  accompaniments	  from	  melodies	  and	  chord	  symbols	  (Collins	  &	  Greene,	  1985)	  as	  well	  as	  How	  to	  play	  from	  
a	  Fake	  Book	  (Esterowitz,	  1987).	  In	  the	  Sher	  series	  of	  Real	  Books	  and	  the	  Jamey	  Aebersold	  playalong	  series	  
(Aebersold,	  1992)	  there	  is	  a	  chord	  guide	  where	  extensions	  and	  alterations	  are	  explained.	  There	  are	  texts	  
explaining	  this	  further	  such	  as	  Standardized	  chord	  symbol	  notation:	  a	  uniform	  system	  for	  the	  music	  profession	  
(Brandt	  &	  Roemer,	  1976).	  Students’	  first	  experiences	  of	  Real	  Books	  most	  likely	  come	  from	  jam	  sessions,	  both	  
in	  formal	  educational	  settings	  as	  well	  as	  informal	  performance	  settings	  and	  jazz	  workshops.	  As	  Real	  Books	  are	  
designed	  to	  be	  easy	  to	  read	  and	  navigable	  in	  their	  notation	  style,	  first	  Real	  Book	  experiences	  require	  only	  a	  
little	  music	  notation	  knowledge	  and	  experience.	  There	  are	  several	  resources	  specifically	  created	  for	  the	  needs	  
of	  beginning	  jazz	  students	  including	  The	  Real	  Easy	  Book	  (Volume	  1	  and	  2)	  (Sher	  &	  Zisman,	  2005).	  These	  were	  
created	  for	  the	  Stanford	  jazz	  workshops,	  and	  subsequently	  made	  available	  to	  the	  wider	  jazz	  community.	  They	  
provide	  the	  beginning	  jazz	  student	  with	  simplified	  melodies,	  limited	  numbers	  of	  chords,	  suggested	  scale	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choices	  for	  improvisation,	  suggested	  voicings	  for	  piano	  and	  guitar	  and	  suggested	  bass	  lines,	  as	  well	  as	  blank	  
staves	  for	  students	  to	  write	  down	  ideas.	  	  
Many	  bootlegged	  Real	  Books	  have	  originated	  in	  places	  other	  than	  North	  America,	  such	  as	  countries	  in	  Europe.	  
Real	  Books	  that	  have	  originated	  from	  these	  areas	  often	  use	  different	  chord	  symbol	  notation	  conventions,	  and	  
musicians	  have	  had	  to	  be	  adaptable	  in	  using	  these	  resources	  that	  often	  use	  shorthand	  symbols	  for	  chord	  
diagrams.	  	  
The	  absence	  of	  an	  Australian	  Jazz	  Real	  Book	  
Although	  there	  have	  been	  many	  jazz	  tunes	  composed	  in	  this	  country	  for	  over	  90	  years,	  there	  has	  been	  no	  
Australian	  Jazz	  Real	  Book	  created.	  There	  was	  an	  attempt	  by	  the	  NSW	  Jazz	  Development	  Office	  in	  the	  mid	  
1980s	  to	  create	  one,	  but	  the	  project	  never	  came	  to	  fruition	  for	  several	  reasons	  including	  a	  lack	  of	  funding.	  This	  
is	  explored	  in	  greater	  depth	  later	  in	  this	  chapter,	  (National	  Film	  and	  Sound	  Archive	  Australian	  Jazz	  Archive	  visit	  
May	  2010.)	  There	  is	  Jeff	  Pressing’s	  Compositions	  for	  Improvisers	  (Pressing,	  1994)	  which	  is	  a	  diverse	  collection	  
of	  notated	  improvisation-­‐based	  compositions	  by	  Australian	  composers,	  consisting	  of	  36	  pieces	  written	  by	  32	  
composers	  over	  150	  years.	  The	  range	  of	  styles	  reflects	  the	  diversity	  of	  influences	  which	  have	  contributed	  to	  
the	  formation	  of	  Australia	  and	  includes	  works	  described	  as	  those	  from	  “cantankerous	  iconoclasts	  and	  
mainstream	  advocates;	  jazz	  pieces	  and	  ‘experimental’	  music;	  evocative	  graphic	  ambiguities	  and	  instructional	  
shopping	  lists;	  and	  text	  pieces	  and	  electronically	  processed	  Asian	  instrumental	  ventures”	  (Pressing,	  1994,	  p.	  i).	  
Whilst	  succeeding	  at	  representing	  the	  diversity	  of	  Australian	  music	  making,	  it	  is	  not	  an	  attempt	  at	  developing	  
an	  Australian	  Real	  Book.	  
The	  Australian	  Jazz	  Convention	  published	  compositions	  contained	  in	  its	  The	  Winners!	  of	  The	  Australian	  Jazz	  
Convention	  1946	  -­‐	  1998	  Original	  Tunes	  Competition.	  (Anderson,	  1998)	  but	  is	  not	  widely	  available	  and	  
exclusively	  focuses	  on	  traditional	  styles	  of	  jazz.	  The	  South	  Australian	  Real	  Book	  (Hancock,	  1999)	  features	  a	  
limited	  number	  of	  compositions	  from	  South	  Australian	  composers	  and	  “serves	  to	  archive	  the	  work	  and	  names	  
of	  prominent	  South	  Australian	  jazz	  musicians	  over	  the	  distant	  and	  recent	  past,	  ensuring	  a	  preservation	  and	  
documentation	  of	  important	  compositions”	  (Hunt,	  2008).	  The	  New	  Zealand	  Real	  Book	  The	  Kiwi	  Real	  Book	  (Key,	  
1996),	  includes	  140	  tunes	  from	  36	  composers	  but	  is	  currently	  out	  of	  print.	  Some	  prominent	  jazz	  educators	  in	  
Australia	  (see	  3.4	  key	  informant	  interviews)	  have	  identified	  that	  it	  is	  a	  good	  idea	  to	  encourage	  jazz	  students	  to	  
play	  tunes	  that	  have	  been	  composed	  locally	  and	  by	  their	  peers;	  to	  develop	  the	  unique	  voice	  of	  Australian	  jazz	  
into	  the	  next	  generation,	  and	  to	  also	  recognise	  and	  acknowledge	  the	  talent	  of	  Australian	  jazz	  artists	  that	  have	  
come	  before.	  
An	  AJRB	  has	  not	  been	  produced	  before	  because	  there	  is	  limited	  commercial	  opportunity	  in	  Australia’s	  small	  
marketplace	  to	  make	  such	  a	  book	  commercially	  viable.	  There	  is	  an	  enormous	  amount	  of	  work	  involved	  in	  
developing	  a	  Real	  Book,	  and	  many	  expenses	  involved	  in	  administration,	  contracts,	  copyist	  fees	  and	  paying	  
publishing	  royalties.	  Rechniewski	  (2008)	  identified	  the	  discrepancies	  in	  Commonwealth	  funding	  (through	  arts	  
bodies	  such	  as	  the	  Australia	  Council)	  between	  art	  forms	  such	  as	  opera	  as	  compared	  to	  jazz.	  Funding	  for	  the	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development	  of	  Australian	  jazz	  has	  been	  at	  best	  inconsistent	  over	  the	  past	  three	  decades.	  This	  has	  seen	  a	  
‘stop-­‐start	  approach’	  to	  planning	  and	  development,	  with	  many	  ideas	  and	  programs	  forced	  to	  cease.	  There	  has	  
been	  a	  tendency	  for	  the	  Australia	  Council	  and	  other	  arts	  funding	  bodies	  over	  the	  last	  three	  decades	  to	  fund	  
more	  experimental	  and	  ‘cutting	  edge’	  arts	  programs	  (Shand,	  2009).	  
The	  notion	  of	  Australian	  jazz	  musicians	  having	  ‘standards’	  is	  minimal,	  if	  at	  all,	  compared	  to	  the	  composers	  
represented	  in	  both	  the	  Sher	  and	  Hal	  Leonard	  Real	  Book	  series.	  The	  fact	  that	  there	  has	  not	  been	  an	  AJRB	  in	  
existence	  has	  severely	  diminished	  the	  availability	  of	  compositions	  over	  the	  last	  80	  years,	  in	  having	  a	  life	  
outside	  the	  source	  composer’s	  recordings	  and	  playing	  partners.	  Many	  survey	  respondents	  also	  said	  that	  many	  
tunes	  that	  have	  been	  identified	  as	  Australian	  ‘standards’	  such	  as	  Bernie	  McGann’s	  “Spirit	  Song”,	  as	  the	  very	  
definition	  of	  a	  ‘standard’	  is	  that	  it	  is	  played	  by	  wide	  variety	  of	  people	  and	  re-­‐interpreted	  and	  re-­‐imagined.	  	  
It	  is	  true	  that	  Australia	  has	  not	  had	  the	  equivalent	  of	  Broadway	  show	  tunes	  that	  have	  become	  part	  of	  the	  jazz	  
repertoire.	  Australia	  is	  unlike	  North	  America	  in	  this	  regard,	  where	  show	  tunes	  in	  musicals	  and	  movies	  
composed	  by	  Rogers	  &	  Hart,	  George	  &	  Ira	  Gershwin,	  Cole	  Porter	  and	  others	  provided	  the	  musical	  material	  for	  
individual	  expression	  and	  interpretation	  in	  20th	  century	  jazz.	  I	  believe	  this	  is	  because	  since	  the	  end	  of	  World	  
War	  II,	  Australia	  has	  been	  a	  large	  importer	  of	  culture	  such	  as	  theatre,	  TV,	  music	  and	  to	  a	  lesser	  extent	  radio	  
plays	  and	  other	  content.	  Perhaps	  there	  are	  cultural	  differences	  between	  North	  America	  and	  Australia	  in	  that	  
the	  size	  of	  the	  Australian	  market	  is	  much	  smaller;	  there	  are	  less	  people	  concentrated	  in	  Australian	  cities	  
compared	  to	  cities	  such	  as	  New	  York.	  There	  was	  no	  hive	  of	  compositional	  activity	  such	  as	  in	  the	  Brill	  Building	  
or	  Tin	  Pan	  Alley,	  and	  no	  dedicated	  composers	  churning	  out	  tunes	  frequently	  such	  as	  the	  Gershwins,	  Rogers	  &	  
Hart,	  Oscar	  Hammerstein,	  Cole	  Porter	  and	  the	  like.	  It	  could	  also	  be	  possible	  there	  was	  no	  opportunity	  for	  
orchestra	  pit	  musicians	  in	  Melbourne	  and	  Sydney	  working	  in	  theatre	  shows	  in	  the	  1940s	  and	  1950s	  to	  go	  out	  
afterwards	  and	  play	  a	  relaxed	  gig	  where	  they	  were	  free	  to	  interpret	  show	  tunes	  and	  other	  music	  they	  wanted	  
to	  play.	  The	  majority	  of	  Australian	  dance	  bands	  in	  the	  1930s	  and	  1940s	  were	  highly	  scripted,	  notated	  and	  
rehearsed,	  with	  little	  opportunity	  to	  play	  unrehearsed	  pieces	  in	  a	  large	  band	  (Bisset,	  1979).	  	  
If	  Australia	  does	  have	  ‘standards’,	  I	  believe	  that	  these	  would	  be	  from	  composer/performers	  such	  as	  Cold	  
Chisel,	  AC/DC,	  Crowded	  House	  and	  Paul	  Kelly.	  These	  artists	  are	  composing	  today’s	  modern	  standard	  tunes,	  
having	  been	  reinterpreted	  and	  reimagined	  in	  a	  variety	  of	  different	  styles	  by	  many.	  The	  relative	  obscurity	  and	  
limited	  album	  sales	  of	  many	  of	  Australia’s	  jazz	  musicians	  have	  contributed	  to	  the	  fact	  that	  their	  original	  
compositions	  remain	  largely	  unheard	  by	  the	  wider	  Australian	  population,	  and	  thus	  seldom	  are	  included	  in	  the	  
listening	  ‘canon’	  of	  popular	  culture	  (Rechniewski,	  2008).	  
Nick	  Karasavvidis	  in	  his	  2001	  study	  Is	  there	  a	  need	  for	  an	  Australian	  Jazz	  Real	  Book?	  concluded	  that	  such	  a	  
publication	  is	  well	  overdue	  and	  would	  “cultivate	  and	  promote	  the	  history,	  the	  musicians,	  the	  performing	  of,	  
and	  studying	  of,	  what	  eventually	  might	  blossom	  into	  an	  Australian	  jazz”	  (p.	  30).	  Karasavvidis	  says	  that	  the	  
Australian	  jazz	  sound	  does	  exist	  but	  it	  is	  in	  its	  early	  stages.	  He	  opines	  that	  Australian	  jazz	  musicians	  have	  not	  
been	  responsible	  for	  any	  major	  innovations	  within	  the	  genre.	  Others	  disagree	  with	  this	  statement.	  Evidence	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presented	  by	  Bruce	  Johnson	  (2000),	  John	  Shand	  (2009)	  and	  John	  Whiteoak	  (1998)	  have	  highlighted	  innovation	  
within	  the	  genre,	  and	  since	  its	  inception	  Australian	  jazz	  has	  exhibited	  a	  large	  degree	  of	  individuality	  due	  to	  the	  
geographic	  isolation	  and	  limited	  availability	  of	  ‘authentic’	  touring	  groups	  and	  recordings	  pre	  and	  post	  war.	  
One	  example	  of	  Australian	  innovation	  was	  Charlie	  Munro’s	  recording	  Eastern	  Horizons	  recorded	  in	  1967	  	  
featuring	  Eastern	  music	  influences.	  It	  is	  not	  only	  regarded	  as	  a	  vital	  contribution	  to	  Australian	  jazz	  but	  also	  as	  a	  
revolutionary	  world	  standard	  example	  of	  Eastern	  infused	  improvisation,	  this	  album	  was	  recorded	  at	  the	  same	  
time	  as	  John	  Coltrane’s	  Eastern	  improvisation	  experiments	  in	  1966	  and	  1967.	  Eastern	  Horizons	  has	  since	  
become	  a	  collector’s	  item	  and	  shows	  how	  revolutionary	  various	  techniques	  and	  ideas	  were	  employed	  on	  that	  
album.	  In	  communication	  with	  Munro’s	  relatives,	  they	  confirmed	  that	  Charlie	  was	  unaware	  of	  John	  Coltrane’s	  
recordings	  at	  that	  time,	  and	  that	  the	  idea	  for	  Eastern	  infused	  improvisation	  did	  not	  come	  from	  Coltrane.	  	  	  	  
In	  defining	  notions	  of	  Australian	  jazz,	  Timothy	  Stevens	  (2000)	  in	  his	  study	  on	  the	  Red	  Onion	  Jazz	  Band	  at	  the	  
1963	  Australian	  Jazz	  Convention	  stated:	  “Jazz	  in	  Australia	  is	  fundamentally	  a	  music	  imported,	  yet	  Australian	  
jazz	  was	  shaped	  by	  and	  very	  shortly	  reflected	  the	  circumstances	  in	  which	  it	  was	  created”	  (p.	  36).	  This	  
succinctly	  identifies	  the	  pathway	  of	  jazz	  from	  America	  and	  how	  local	  practitioners	  treated	  it.	  Johnson	  (2000)	  
agrees	  with	  Stevens	  stating:	  “The	  history	  of	  jazz	  in	  Australia	  cannot	  be	  understood	  simply	  by	  imagining	  passive	  
reflection	  of	  the	  story	  of	  jazz	  in	  its	  birthplace,	  the	  United	  States”	  (p.	  7).	  Whilst	  this	  may	  be	  the	  case,	  and	  
Australian	  jazz	  musicians	  have	  gone	  someway	  to	  developing	  a	  unique	  regional	  style	  exhibiting	  national	  traits	  
such	  as	  humour,	  irreverence	  and	  a	  certain	  freedom	  from	  the	  constraints	  of	  tradition,	  it	  is	  more	  difficult	  to	  
pinpoint	  the	  notion	  of	  Australian	  jazz,	  or	  whether	  it	  has	  talented	  individuals	  developing	  their	  own	  unique	  
voice.	  Perhaps	  it	  is	  true	  that	  Australian	  jazz	  has	  not	  been	  the	  musical	  ‘poor	  cousin’	  of	  North	  America,	  but	  
rather	  that	  the	  lack	  of	  population	  density	  and	  the	  underground	  nature	  of	  jazz	  have	  resulted	  in	  less	  media	  
exposure	  of	  Australian	  jazz.	  	  
Geographical	  isolation	  has	  been	  identified	  as	  an	  important	  factor	  in	  shaping	  the	  sound,	  features	  and	  
development	  of	  Australian	  jazz.	  Shand	  (2009)	  writes	  that	  isolation	  has	  played	  a	  crucial	  role,	  with	  styles	  
‘cobbled	  together’	  in	  the	  post-­‐war	  years	  due	  to	  the	  fact	  of	  limited	  availability	  of	  records	  and	  resources.	  Phil	  
Slater	  (2009)	  says	  that	  the	  “filter	  of	  distance”	  (p.	  3)	  from	  established	  cultural	  centres	  has	  resulted	  in	  Australian	  
jazz	  practitioners	  not	  being	  encumbered	  by	  the	  idea	  of	  tradition.	  Johnson	  (2000)	  writes:	  	  
Australians	  were	  at	  the	  end	  of	  a	  long	  chain	  of	  Chinese	  Whispers.	  The	  message	  heard	  by	  young	  ears	  
eagerly	  crowding	  around	  the	  phonograph	  in	  Australian	  parlors	  bore	  little	  relation	  to	  the	  message	  
being	  shared	  between	  New	  Orleans	  musicians	  and	  their	  audiences	  at	  picnics,	  dances,	  parades,	  
brothels	  and	  funerals.	  It	  might	  seem	  curious	  that	  the	  music	  which	  grew	  out	  of	  New	  Orleans	  at	  the	  turn	  
of	  the	  century,	  with	  its	  direct	  roots	  in	  Negro	  culture,	  should	  have	  transplanted	  itself	  so	  fruitfully	  to	  
Australia,	  half	  a	  world	  away.	  Yet	  those	  who	  have	  had	  the	  chance	  to	  make	  comparisons	  generally	  agree	  
that	  there	  is	  more	  jazz	  played	  per	  capita	  in	  Australia	  than	  in	  any	  other	  country.	  (pp.	  9-­‐10)	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Johnson	  clearly	  demonstrates	  Australia’s	  geographical	  isolation	  from	  this	  birthplace	  of	  jazz	  in	  New	  Orleans	  and	  
its	  effect	  on	  Australian	  musicians.	  He	  outlines	  a	  disconnect	  between	  live	  recordings	  of	  early	  jazz	  in	  North	  
America	  and	  the	  music	  that	  was	  actually	  played	  at	  social	  gatherings.	  Due	  to	  the	  limitations	  and	  infancy	  of	  
recording	  technology	  and	  the	  difficulties	  of	  distribution	  channels,	  I	  would	  imagine	  that	  jazz	  heard	  would	  
indeed	  have	  gone	  through	  the	  process	  of	  ‘Chinese	  Whispers’.	  	  
The	  development	  of	  Australian	  jazz	  has	  been	  influenced	  by	  external	  factors	  such	  as	  war,	  waves	  of	  migration,	  
geographic	  isolation	  and	  media,	  but	  also	  local	  influences	  such	  as	  weather,	  openness,	  flora	  and	  fauna,	  and	  an	  
Australian	  spirit	  of	  humour,	  irreverence	  and	  a	  ‘ratbag	  spirit’.	  	  Scott-­‐Maxwell	  and	  Whiteoak	  (2003)	  suggest:	  
Australian	  jazz	  musicians	  have	  a	  long	  history	  of	  extending	  or	  challenging	  musical	  values	  by	  exploration	  
or	  synthesis	  in	  isolation	  from	  American	  and	  European	  avant-­‐garde	  ideas	  and	  musical	  development,	  
especially	  before	  the	  1960s.	  When	  jazz	  reached	  Australia	  at	  the	  end	  of	  the	  First	  World	  War	  it	  brought	  
with	  it	  considerable	  scope	  and	  necessity	  for	  experiment.	  The	  public	  and	  perhaps	  the	  musicians	  
themselves	  knew	  little	  about	  what	  jazz	  was	  supposed	  to	  sound	  like,	  so	  the	  earliest	  jazz	  bands	  had	  
latitude	  to	  invent	  their	  own	  riotous,	  cacophonous	  version	  of	  the	  new	  vogue.	  (p.	  268)	  
An	  Australian	  jazz	  sound	  has	  developed	  through	  a	  practice	  of	  innovation	  where	  performers	  improvised	  within	  
particular	  jazz	  styles,	  as	  well	  as	  created	  original	  sounds	  by	  mixing	  jazz	  styles.	  Innovative	  Australian	  jazz	  is	  
contributing	  a	  definitive	  edge	  to	  Australian	  music	  (Wells,	  2008).	  
In	  Jazz:	  The	  Australian	  accent,	  Shand	  (2009)	  asks	  what	  makes	  Australian	  jazz	  unique	  by	  profiling	  individual	  
musicians	  and	  bands	  as	  case	  studies	  whose	  work	  is	  “demonstrably	  different	  to	  anyone	  else’s	  on	  the	  planet”,	  
(back	  cover)	  and	  determines	  that	  “no	  pattern	  emerges	  in	  quantifiable	  sonic	  terms”	  (p.	  1),	  even	  though	  
“Australia	  is	  one	  of	  the	  key	  creative	  centers	  of	  jazz	  in	  a	  new	  world	  order	  in	  which	  many	  nations	  rival	  the	  pre-­‐
eminence	  of	  the	  United	  States”	  (back	  cover).	  	  
Trying	  to	  pin	  down	  what	  it	  is	  that	  makes	  Australian	  jazz	  Australian	  may	  be	  as	  fruitless	  as	  trying	  to	  
describe	  the	  wind:	  ultimately	  you	  can	  just	  hear	  it	  and	  feel	  it.	  There	  is	  no	  single	  musician	  you	  can	  point	  
to	  and	  say,	  ‘That’s	  what	  Australian	  jazz	  sounds	  like’.	  Even	  once	  you	  have	  identified	  several	  seminal	  
players	  of	  the	  last	  30	  years,	  no	  pattern	  emerges	  in	  quantifiable	  sonic	  terms.	  Nonetheless,	  the	  country	  
has	  spawned	  many	  extremely	  original	  practitioners	  who	  have	  pursued	  their	  own	  nuances	  and	  
developments	  in	  the	  music.	  (Shand,	  2009,	  p.	  1)	  	  
Shand	  articulates	  the	  problem	  in	  trying	  to	  describe	  Australian	  jazz,	  and	  outlines	  that	  although	  there	  are	  no	  
identifiable	  musical	  elements	  that	  are	  consistent	  among	  Australia’s	  jazz	  musicians,	  there	  are	  distinctive	  
performers	  and	  composers	  that	  offer	  a	  unique	  voice.	  Shand’s	  metaphor	  in	  likening	  Australian	  jazz	  and	  the	  
wind	  in	  that	  you	  “just	  hear	  it	  and	  feel	  it”	  may	  be	  more	  to	  do	  with	  the	  emotional	  response	  the	  listener	  attaches	  
to	  a	  performance	  and	  may	  be	  affected	  by	  factors	  other	  than	  the	  way	  the	  musician	  plays,	  including	  the	  
performance	  setting	  as	  well	  as	  experiences	  by	  the	  listener	  before	  and	  after	  the	  performance.	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Although	  largely	  neglected	  by	  academic	  and	  cultural	  historians,	  Australian	  Jazz	  has	  several	  achievements	  to	  its	  
credit,	  which	  previously	  ‘high’	  art	  forms	  have	  not	  been	  able	  to	  match.	  It	  was	  Australia’s	  first	  influential	  cultural	  
export,	  altering	  the	  direction	  which	  jazz	  was	  to	  take	  in	  England	  and	  parts	  of	  Europe.	  The	  first	  Australians	  to	  
perform	  in	  Iron	  Curtain	  countries	  were	  jazz	  musicians	  (Johnson,	  2000).	  Australian	  jazz	  musicians	  have	  
successfully	  competed	  with	  their	  American	  counterparts	  on	  the	  music	  charts	  and	  in	  fact	  ‘out-­‐billed’	  well-­‐
known	  American	  performers	  in	  the	  1950s.	  The	  creativity	  and	  fundamental	  professionalism	  of	  local	  jazz	  has	  
been	  admired	  and	  as	  the	  local	  reputation	  spread,	  increasing	  numbers	  of	  visiting	  performers	  have	  come	  to	  
recruit	  their	  bands	  locally.	  Jazz	  has	  also	  been	  a	  rallying	  point	  for	  various	  forms	  of	  dissent	  and	  intellectual	  
rebellion	  in	  Australia,	  ranging	  from	  the	  perennial	  iconoclasm	  of	  youth	  to	  intellectually	  self-­‐aware	  movements.	  
Australian	  jazz	  has	  come	  a	  long	  way	  since	  the	  ‘firing	  of	  pistols	  and	  imitation	  barnyard	  noises’	  of	  the	  early	  
twenties;	  now	  Australian	  composition	  and	  musicianship	  have	  earned	  international	  respect	  and	  even	  ‘the	  
sincerest	  form	  of	  flattery’:	  imitation.	  Jazz	  has	  become,	  arguably,	  the	  most	  influential	  music	  of	  the	  twentieth	  
century,	  and	  Australian	  musicians	  have	  made	  a	  major	  contribution	  to	  its	  preservation	  and	  dissemination	  
(Johnson,	  1987).	  
It	  is	  interesting	  to	  examine	  the	  similarities	  between	  the	  European	  jazz	  scene	  and	  the	  Australian	  jazz	  scene.	  
Both	  Australia	  and	  European	  countries	  are	  young	  in	  terms	  of	  jazz	  education,	  and	  are	  removed	  from	  the	  
birthplace	  of	  jazz.	  Australia	  is	  geographically	  diverse	  with	  large	  distances	  between	  capitals	  but	  this	  could	  be	  
compared	  to	  our	  capitals	  being	  more	  like	  countries.	  The	  main	  difference	  is	  the	  density	  of	  population	  that	  
Europe	  has	  that	  Australia	  does	  not.	  The	  musical	  ‘openness’	  of	  Europe	  could	  be	  compared	  to	  the	  geographic	  
‘openness’	  of	  Australia	  (Nicholson,	  2005).	  
Culture,	  national	  attitudes	  and	  habits,	  and	  even	  climate	  can	  all	  play	  a	  part	  in	  forming	  a	  global	  dialect,	  as	  Paul	  
Grabowsky	  –	  pianist,	  composer,	  and	  director	  of	  the	  acclaimed	  Australian	  Art	  Orchestra	  and	  a	  leader	  of	  his	  own	  
groups	  –	  observes:	  	  
Australians,	  because	  they	  have	  been	  away	  from	  the	  mainstream	  of	  the	  music	  –	  we	  only	  have	  
American	  bands	  visiting	  here	  sporadically	  –	  don't	  have	  that	  exposure	  to	  American	  music	  and	  we	  have	  
been	  forced	  to	  look	  to	  our	  own	  scene	  to	  find	  the	  inspiration	  we	  need.	  (Nicholson,	  2005,	  p.	  187)	  
Grabowsky	  places	  Australia	  at	  a	  distance	  from	  North	  America,	  and	  notes	  that	  Australian	  musicians	  look	  
inwards	  for	  inspiration.	  He	  goes	  on	  to	  provide	  an	  example:	  
One	  of	  the	  main	  people	  –	  arguably	  the	  greatest	  Australian	  jazz	  musician	  –	  is	  Bernie	  McGann,	  an	  alto	  
saxophone	  player.	  His	  sound	  reminds	  me	  very	  much	  of	  the	  Australian	  landscape.	  Dry	  and	  brittle	  and	  
almost	  Coocoboro	  sic	  (Kookaburra)	  –	  like	  about	  the	  way	  he	  plays.	  He	  spent	  a	  lot	  of	  time	  outdoors,	  he	  
was	  a	  postman	  at	  one	  stage,	  I	  don't	  know	  to	  what	  extent	  he	  has	  been	  influenced	  by	  ambient	  sounds.	  
(p.	  187)	  
Grabowsky	  goes	  on	  to	  make	  a	  comparison	  of	  European	  and	  Australian	  jazz	  approaches:	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If	  Jan	  Garbarek	  is	  a	  fjord	  man,	  Bernie	  is	  the	  opposite	  of	  that,	  he	  is	  dry,	  witty	  –	  he	  has	  an	  almost	  
scatological	  syntax	  of	  bebop	  –	  there	  is	  always	  squeals	  and	  shrieks	  and	  yet	  he	  can	  play	  sweetly.	  That	  is	  
very	  much	  an	  Australian	  sound,	  and	  because	  of	  the	  way	  he	  plays	  he	  produces	  a	  similarly	  idiosyncratic	  
approach	  from	  his	  rhythm	  section.	  He	  has	  had	  a	  long	  relationship	  with	  John	  Pochee	  who	  doesn't	  
sound	  like	  an	  ‘American’	  jazz	  drummer.	  He	  swings	  in	  a	  very	  unusual	  way,	  a	  kind	  of	  roughness.	  (p.	  187)	  
Grabowsky	  identifies	  Australia’s	  cultural	  idiosyncrasies	  and	  how	  they	  influence	  composition	  and	  improvisation	  
here:	  	  
Australia	  is	  a	  rough	  place.	  This	  is	  not	  a	  place	  of	  niceties.	  This	  is	  a	  place	  where	  people	  who	  love	  
swearing	  and	  ridiculing	  each	  other	  and	  the	  rest	  of	  the	  world,	  turn	  out	  to	  be	  extremely	  resourceful	  
people	  –	  great	  improvisers.	  This	  is	  why	  great	  jazz	  music	  does	  come	  out	  of	  Australia	  because	  we	  are	  
great	  improvisers,	  we	  have	  to	  be.	  We	  have	  no	  choice.	  Australia	  is	  an	  improvisation.	  It	  is	  an	  improvised	  
democracy	  in	  the	  middle	  of	  South	  Seas,	  and	  now	  a	  generation	  of	  players	  have	  come	  up,	  all	  of	  whom	  
are	  extraordinary	  players	  who	  don't	  sound	  like	  anybody	  else.	  (Nicholson,	  2005,	  p.	  188)	  
It	  is	  interesting	  to	  note	  that	  Grabowsky	  refers	  to	  Australia	  as	  an	  ‘improvised	  democracy’,	  referring	  to	  our	  
comparatively	  young	  cultural	  and	  democratic	  history	  and	  development.	  The	  ‘improvised	  democracy’	  could	  
describe	  the	  way	  in	  which	  jazz	  in	  Australia	  is	  made;	  figuring	  out	  what	  works	  by	  trial	  and	  error	  using	  the	  
resources	  that	  are	  around,	  with	  less	  of	  a	  reliance	  on	  conforming	  to	  established	  traditions	  and	  conventions,	  
and	  the	  democratic	  nature	  of	  relationships	  that	  musicians	  in	  an	  ensemble	  create	  to	  aid	  the	  performance	  of	  
music.	  
The	  unique	  approach,	  compositions	  and	  sound	  of	  Australian	  jazz	  musicians	  proved	  to	  be	  a	  ‘hit’	  overseas	  (Carr,	  
Fairweather	  &	  Priestly,	  1998)	  with	  significant	  and	  influential	  tours	  in	  Europe	  by	  the	  Graeme	  Bell	  band	  1947-­‐48.	  
It	  was	  described	  by	  Carr,	  et	  al	  in	  Jazz:	  The	  Essential	  Companion:	  “In	  Australia	  itself	  a	  jazz	  scene	  flourishes	  
which	  (it	  could	  be	  argued)	  produces	  the	  most	  stimulating	  music	  of	  any	  outside	  America”	  (1988,	  p.	  160).	  
The	  influence	  of	  Australian	  jazz	  abroad	  is	  discussed	  by	  Johnson:	  
The	  Graeme	  Bell	  band	  took	  with	  them	  (to	  England	  and	  Europe	  in	  1947)	  some	  home-­‐grown	  jazz.	  They	  
sowed	  seeds	  of	  it	  all	  over	  Europe,	  and	  returned	  unspoiled	  by	  the	  experience	  and	  altered	  only	  in	  the	  
discovery	  that	  what	  they	  had	  been	  doing	  was	  in	  some	  obscure	  way	  Australian.	  Few	  if	  any	  of	  our	  
cultural	  historians	  seem	  to	  have	  cottoned	  on	  to	  the	  enormous	  significance	  of	  this	  fact	  yet;	  jazz	  is	  still	  
beneath	  their	  attention.	  Not	  so	  in	  the	  twentieth	  century	  Northern	  Hemisphere.	  I’ve	  said	  it	  elsewhere,	  
and	  I	  say	  it	  again	  here:	  jazz	  is	  one	  of	  the	  most	  virile	  and,	  in	  its	  locally	  transmuted	  forms,	  authentic	  
components	  of	  the	  Australian	  culture.	  It’s	  not	  a	  simpering	  recreation	  of	  a	  nineteenth	  century	  
European	  tradition,	  nor,	  in	  the	  manifestations	  I’m	  talking	  about	  here,	  a	  gutless	  gesture	  in	  imitation	  of	  
a	  North	  American	  tradition.	  (Johnson,	  1982,	  p.	  21)	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Whilst	  no	  writer	  is	  seemingly	  able	  to	  pinpoint	  what	  Australian	  jazz	  sounds	  like,	  authors	  such	  as	  Johnson,	  
Whiteoak	  and	  Shand	  write	  about	  the	  features	  that	  Australian	  jazz	  seemingly	  has,	  for	  example,	  an	  openness,	  an	  
‘ocker’	  spirit,	  humour,	  irreverence	  and	  a	  relaxed	  approach	  to	  conforming	  to	  traditions.	  
In	  1948,	  the	  Australian	  bandleader	  Graeme	  Bell	  toured	  the	  United	  Kingdom	  with	  his	  New	  Orleans	  style	  jazz	  
band,	  giving	  considerable	  momentum	  to	  the	  traditional	  jazz	  boom	  in	  that	  country	  during	  the	  1950s.	  Yet	  even	  
within	  the	  conventions	  of	  the	  New	  Orleans	  style,	  Jim	  Godbolt	  (2010)	  points	  out	  in	  A	  History	  of	  Jazz	  in	  Britain,	  
1919-­‐1950	  that:	  "In	  (the	  Bell	  band's)	  general	  presentation	  an	  Antipodean	  cockiness	  was	  cheerfully	  and	  
successfully	  projected."	  In	  2003,	  Nicholson	  asked	  Bell	  whether	  there	  was	  an	  Australian	  way	  of	  playing	  jazz	  and,	  
if	  so,	  what	  it	  was.	  He	  responded:	  "I	  think...	  the	  one	  thing	  that	  comes	  through	  with	  Australian	  jazz	  is	  an	  
openness,	  a	  big	  throatedness	  because	  our	  stuff	  was	  spawned	  in	  open	  spaces	  and	  sea	  and	  sand	  and	  not	  in	  
speakeasies	  and	  bordellos	  and	  night	  clubs	  …	  And	  there	  is	  a	  little	  bit	  of	  Aussie	  bravado	  in	  there	  too!"	  
(Nicholson,	  2005,	  p.	  187).	  
Several	  writers,	  including	  Johnson,	  explore	  identity	  within	  Australian	  jazz.	  In	  The	  Inaudible	  Music:	  Jazz,	  Gender	  
and	  Australian	  Modernity,	  Johnson	  (2000)	  argues	  that	  the	  original	  compositions	  emerging	  from	  Australian	  
traditional	  jazz	  in	  the	  post-­‐war	  decade	  “explicitly	  projected	  an	  interest	  in	  the	  evocation	  of	  local	  landscape,	  
flora,	  fauna,	  history,	  and	  particular	  personalities,	  due	  to	  the	  intense	  communality	  that	  informed	  the	  jazz	  
culture”	  (p.	  158).	  This	  music	  was	  regionally	  distinctive,	  to	  a	  level	  apparent	  nowhere	  else	  outside	  the	  United	  
States.	  Johnson	  goes	  on	  to	  reason	  that	  jazz	  was	  largely	  responsible	  for	  Australia’s	  transition	  into	  the	  modern	  
era.	  “In	  the	  first	  half	  of	  the	  century	  it	  musically	  channeled	  progressive	  developments	  in	  matters	  of	  gender,	  the	  
arts,	  technological	  innovation,	  and	  was	  prominent	  in	  projecting	  a	  distinctive	  Australian	  presence	  
internationally”	  (p.	  31).	  
Evidence	  of	  the	  impact	  of	  an	  Australian	  jazz	  sound	  abroad	  is	  represented	  in	  The	  Australian	  Jazz	  Explosion,	  
where	  unique	  and	  important	  Australian	  jazz	  artists	  are	  profiled	  and	  interviewed.	  Brian	  Brown	  recounts	  an	  
incident	  from	  a	  town	  in	  Scandanavia:	  
I	  played	  a	  piece	  called	  Carlton	  Streets	  and	  told	  them	  it	  was	  about	  a	  place	  where	  I	  had	  lived	  and	  grown	  
up	  and	  that	  it	  reflected	  torment	  and	  happiness	  and	  so	  on.	  Next	  we	  played	  Upward,	  for	  a	  friend	  of	  
mine	  in	  Australia.	  Then	  I	  said,	  "Now	  we	  are	  going	  to	  play	  a	  piece	  called	  Wildflowers,	  and	  it	  is	  very	  
gentle".	  I	  told	  them	  about	  Australian	  wildlife,	  and	  I	  said,	  “it	  is	  hard	  to	  grow	  in	  a	  very	  tricky	  society,	  and	  
we	  jazz	  musicians	  are	  like	  Australian	  wildflowers”.	  After	  another	  set	  we	  went	  back	  to	  our	  table,	  which	  
was	  near	  the	  bandstand,	  and	  it	  was	  absolutely	  covered	  with	  wildflowers.	  I	  think	  that	  is	  the	  magic	  of	  
music,	  being	  able	  to	  give	  and	  take.	  There	  were	  no	  barriers-­‐	  it	  was	  a	  tremendous	  experience.	  (Williams	  
&	  March,	  1981,	  p.	  111)	  
It	  is	  interesting	  to	  note	  from	  Brown’s	  experiences	  that	  his	  compositions	  are	  directly	  influenced	  and	  inspired	  by	  
Australian	  flora	  and	  fauna,	  and	  how	  the	  shared	  experience	  of	  performance	  resulted	  in	  a	  breakdown	  of	  
perceived	  barriers.	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Lloyd	  Swanton	  defines	  his	  personal	  Australian	  jazz	  perspective	  in	  an	  interview	  in	  Jazz:	  the	  Australian	  Accent:	  	  
We	  should	  see	  ourselves	  as	  a	  little	  eddy	  off	  to	  the	  side	  of	  the	  mainstream,	  where	  all	  these	  amazing	  
things	  can	  develop,	  informed	  by	  the	  rest	  of	  the	  world,	  but	  more	  or	  less	  unmolested	  by	  it.	  There’s	  a	  
freshness	  here	  that	  you	  just	  can’t	  deny…	  A	  few	  people	  here	  are	  wise	  enough	  to	  see	  that	  there’s	  no	  
great	  tradition	  that	  they	  should	  be	  obliged	  to	  pay	  allegiance	  to.	  (Shand,	  2009,	  p.	  11)	  	  
Swanton	  sees	  Australia’s	  geographic	  and	  cultural	  isolation	  as	  an	  advantage,	  where	  he	  feels	  free	  to	  experiment	  
and	  musicians	  are	  open	  to	  various	  possibilities	  and	  not	  constrained	  by	  history	  or	  tradition.	  Shand	  goes	  on	  to	  
illustrate	  that	  Australia	  has	  become	  a	  creative	  centre	  of	  jazz,	  rivaling	  the	  Scandinavian	  and	  West	  European	  
countries.	  
The	  history	  and	  development	  of	  Australian	  jazz	  has	  largely	  been	  documented	  through	  personal	  anecdotes	  and	  
reflections,	  and	  informal	  conversations.	  The	  extensive	  Australian	  jazz	  oral	  history	  project	  at	  the	  National	  Film	  
and	  Sound	  Archive	  features	  many	  interviews	  with	  pre-­‐eminent	  Australian	  jazz	  musicians.	  Bodgie	  dada	  &	  the	  
cult	  of	  cool	  (Clare	  &	  Brennan,	  1995)	  recollects	  a	  certain	  period	  of	  Australian	  jazz,	  recreates	  the	  atmosphere	  
and	  endeavours	  to	  open	  a	  discussion	  of	  the	  jazz	  ethos	  in	  Australia.	  	  
As	  bebop	  (and	  many	  other	  styles	  of	  jazz	  through	  the	  decades)	  did	  not	  originate	  in	  Australia,	  some	  overseas	  
and	  local	  players	  say	  that	  Australian	  jazz	  musicians	  composing	  and	  playing	  bebop	  tunes	  is	  derivative,	  not	  
original	  and	  simply	  a	  ‘watered	  down	  version	  of	  the	  original’.	  However,	  many	  Australian	  jazz	  players	  have	  been	  
successful	  in	  North	  America	  and	  can	  hold	  their	  own	  in	  the	  highly	  competitive	  world	  of	  playing	  bebop	  in	  New	  
York.	  Some	  see	  this	  as	  a	  proving	  ground	  and	  a	  ‘rite	  of	  passage’.	  The	  Australian	  equivalent	  of	  Duke	  Ellington	  
could	  be	  seen	  as	  Graeme	  Bell,	  an	  Australian	  jazz	  pianist	  and	  composer	  who	  has	  had	  a	  similarly	  long	  career,	  
many	  composition	  credits	  and	  has	  paved	  the	  way	  for	  many	  Australian	  jazz	  musicians	  overseas,	  as	  well	  as	  being	  
instrumental	  in	  the	  development	  of	  the	  European	  jazz	  scene.	  Many	  others	  have	  made	  successful	  careers	  
overseas	  and	  are	  regarded	  as	  having	  ‘made	  it’.	  	  
Improvised	  music	  within	  education	  was	  greatly	  boosted	  when	  tertiary	  jazz	  courses	  were	  founded	  in	  the	  1970s.	  
The	  NSW	  Conservatorium	  of	  Music	  established	  a	  jazz	  studies	  course	  in	  the	  1970s,	  and	  the	  Victorian	  College	  of	  
the	  Arts	  in	  Melbourne	  offered	  a	  three-­‐year	  diploma	  in	  jazz	  studies	  in	  1980.	  Over	  the	  next	  15	  years	  courses	  
began	  in	  all	  other	  states	  and	  territories,	  and	  by	  1996	  12	  institutions	  were	  offering	  degree	  or	  diploma	  courses	  
in	  which	  students	  could	  specialise	  in	  performing	  African-­‐American	  music.	  Styles	  ranging	  from	  traditional	  jazz	  
to	  fusion	  and	  funk	  could	  be	  studied,	  and	  most	  courses	  emphasise	  reproduction	  of	  the	  music	  as	  it	  was	  
developed	  in	  the	  USA.	  	  
At	  the	  VCA,	  Brian	  Brown	  founded	  the	  improvisation	  course	  based	  on	  African-­‐American	  jazz,	  but	  he	  directed	  it	  
on	  the	  basis	  of	  his	  belief	  that	  Australian	  students	  should	  endeavour	  to	  develop	  a	  personal	  ‘voice’	  reflecting	  
their	  own	  time	  and	  culture.	  Brown,	  in	  an	  interview	  with	  Shand,	  said	  that	  improvisation	  ‘is	  an	  act	  of	  the	  artist	  
being	  him	  or	  herself,	  innovative,	  challenging	  and	  very	  personal’	  (Shand,	  2003,	  p.	  202).	  The	  notion	  of	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educational	  institutions	  teaching	  this	  ideology	  was	  researched	  by	  Ros	  McMillan	  in	  her	  1996	  study	  A	  Terrible	  
Honesty:	  The	  development	  of	  a	  personal	  voice	  in	  musical	  improvisation.	  The	  results	  of	  the	  study	  showed	  that	  
the	  development	  of	  a	  personal	  musical	  voice	  can	  occur	  when	  people	  are	  free	  from	  a	  dependence	  on	  
conventional	  jazz	  styles	  and	  are	  able	  to	  take	  artistic	  risks	  in	  seeking	  their	  own	  sound.	  Further,	  improvisation	  
provides	  a	  means	  of	  assisting	  people	  to	  realize	  their	  own	  personal	  expressivity,	  while	  the	  production	  of	  new	  
and	  original	  material	  contributes	  to	  the	  growth	  of	  the	  musical	  language	  in	  general	  (McMillan,	  1996,	  p.	  12).	  
In	  January	  1979	  David	  Baker	  was	  one	  of	  14	  American	  players	  who	  formed	  the	  faculty	  of	  the	  first	  Australian	  
summer	  jazz	  camp,	  a	  project	  organised	  by	  the	  newly	  formed	  Australian	  Jazz	  Foundation,	  and	  partly	  funded	  by	  
the	  Australia	  Council.	  Baker	  recollects	  a	  particular	  experience:	  
We	  were	  in	  Melbourne	  doing	  the	  summer	  camp	  and	  some	  young	  man	  –	  and	  it	  was	  obvious	  that	  he	  
had	  a	  chip	  on	  his	  shoulder	  –	  said	  'Don't	  you	  think	  it's	  about	  time	  we	  started	  getting	  our	  own	  kind	  of	  
jazz?	  Don't	  you	  think	  that	  that	  there's	  actually	  an	  Australian	  jazz	  and	  that	  there	  should	  be	  one,	  that	  it's	  
time	  we	  stopped	  acting	  like	  Americans	  and	  had	  our	  own	  jazz?'	  (Williams	  &	  March,	  1981,	  p.	  170)	  
More	  than	  three	  decades	  later,	  these	  questions	  are	  still	  asked	  in	  the	  Australian	  jazz	  community.	  Baker	  
compares	  classical	  and	  jazz	  music:	  
It	  occurred	  to	  me	  that	  that's	  what	  jazz	  has	  never	  been:	  its	  Catholicism	  has	  made	  it	  such	  a	  viable	  music	  
when	  other	  musics	  were	  going	  down	  the	  drain.	  Look	  where	  classical	  music	  is	  by	  and	  large	  today,	  if	  it	  
were	  not	  completely	  subsidised	  by	  governments,	  because	  of	  its	  inability	  to	  change,	  because	  of	  its	  
incestuous	  relationship	  with	  its	  own	  self.	  It	  is	  a	  dying	  art	  form.	  Jazz	  is	  in	  a	  position	  not	  to	  make	  that	  
mistake.	  (p.	  170)	  
Baker	  goes	  on	  to	  answer	  the	  question,	  and	  also	  define	  regional	  jazz	  sounds:	  
I	  told	  this	  young	  man	  “I've	  had	  enough	  of	  the	  black-­‐white	  issues	  in	  the	  United	  States	  about	  this	  music	  
and	  I	  don't	  want	  to	  hear	  anything	  about	  Australian	  or	  Japanese	  or	  anything	  else	  kind	  of	  jazz.”	  I	  said,	  
“you're	  an	  Australian	  and	  you	  grew	  up	  here.	  You	  know	  the	  culture,	  you	  grew	  up	  in	  the	  culture,	  and	  
anything	  you	  do	  will	  bear	  the	  imprint	  of	  Australia.	  You	  don't	  have	  to	  wave	  any	  flag.	  You	  are	  an	  
Australian	  playing	  jazz,	  so	  consequently	  it	  is	  jazz	  that	  comes	  out	  of	  Australia,	  it's	  there	  and	  you	  can't	  
do	  anything	  to	  attenuate	  it.”	  (p.	  170)	  	  
It	  is	  interesting	  to	  note	  here	  that	  David	  Baker	  is	  one	  of	  the	  key	  figures	  in	  jazz	  education	  and	  has	  written	  a	  
number	  of	  books	  that	  have	  had	  a	  resounding	  influence	  around	  the	  world.	  These	  include	  Jazz	  pedagogy:	  a	  
comprehensive	  method	  of	  jazz	  education	  for	  teacher	  and	  student,	  How	  to	  play	  bebop,	  David	  Baker's	  jazz	  
improvisation,	  David	  Baker's	  arranging	  &	  composing	  and	  Modern	  concepts	  in	  jazz	  improvisation.	  Baker	  was	  
also	  extensively	  involved	  with	  George	  Russell’s	  The	  lydian	  chromatic	  concept	  of	  tonal	  organization	  for	  
improvisation.	  It	  appears	  that	  this	  important	  stage	  in	  the	  development	  of	  Australia’s	  jazz	  education	  system	  
shows	  that	  David	  Baker	  was	  far	  more	  encouraging	  of	  regional	  jazz	  dialects	  than	  many	  of	  his	  neo-­‐conservative	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American	  colleagues	  have	  been	  recently.	  Further	  documentation	  of	  the	  history	  and	  development	  of	  Australian	  
jazz	  is	  represented	  in	  Bruce	  Johnson’s	  (1987)	  Oxford	  Companion	  to	  Australian	  Jazz	  and	  John	  Whiteoak’s	  (2003)	  
Currency	  Companion	  to	  Music	  and	  Dance	  in	  Australia.	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Global	  contemporary	  jazz	  perspectives	  
There	  has	  always	  been	  an	  argument	  based	  around	  defining	  jazz	  since	  its	  inception	  (Johnson,	  2000)	  and	  the	  
parameters	  that	  should	  define	  it.	  Whilst	  most	  contemporary	  commentators	  approach	  jazz	  in	  an	  inclusive	  
manner,	  and	  encourage	  the	  development	  of	  sub-­‐genre	  expansions,	  there	  is	  a	  powerful	  opposition	  to	  this	  
perspective.	  Neo-­‐conservatives	  such	  as	  Stanley	  Crouch	  and	  Wynton	  Marsalis	  through	  the	  Lincoln	  Center	  Jazz	  
Concert	  Program	  propose	  static,	  narrow	  and	  definite	  constraints	  of	  the	  definition	  of	  jazz	  (Nicholson,	  2005).	  
Some	  have	  proposed	  moving	  away	  from	  using	  jazz	  as	  a	  definition,	  preferring	  to	  use	  the	  definition	  
‘improvisatory’	  as	  being	  more	  inclusive	  and	  less	  restrictive,	  and	  ‘African-­‐American	  music’	  which	  acknowledges	  
the	  origins	  of	  the	  music.	  According	  to	  the	  Currency	  companion	  to	  music	  and	  dance	  in	  Australia,	  	  
The	  range	  of	  Australian	  improvised	  music	  now	  associated	  with	  the	  label	  ‘jazz’	  seriously	  overstretches	  
the	  term.	  Paul	  Grabowsky	  stated	  bluntly	  in	  the	  1994	  book	  Jim	  McLeod’s	  Jazztrack	  that	  it	  was	  a	  
“philosophical	  error”	  to	  back	  away	  from	  ‘jazz’.	  The	  complexity	  and	  potential	  difficulties	  of	  this	  
encroaching	  issue	  are	  exemplified	  by	  the	  fact	  that	  the	  ABC	  excluded	  jazz	  entrants	  from	  its	  
Improvisatory	  Music	  Festival	  contest	  in	  1999	  because	  jazz	  improvisation	  was	  considered	  to	  be	  a	  
‘heritage	  style’	  and	  insufficiently	  contemporary	  or	  ‘new’.	  (Scott-­‐Maxwell	  and	  Whiteoak,	  2003,	  p.	  383)	  
As	  the	  boundaries	  of	  musical	  genres	  become	  increasingly	  blurred,	  it	  is	  difficult	  to	  define	  and	  thus	  discriminate	  
a	  ‘jazz’	  artist	  as	  distinct	  from	  an	  ‘improvisatory’	  artist.	  Some	  of	  the	  greatest	  developments	  in	  jazz	  have	  come	  
from	  pushing	  these	  boundaries,	  mixing	  of	  styles	  and	  the	  openness	  to	  outside	  influences.	  	  
Shand	  believes	  that	  the	  Australian	  jazz	  is	  an	  oxymoron	  in	  the	  eyes	  of	  Neo-­‐conservative	  American	  jazz	  
exponents,	  namely	  Stanley	  Crouch	  and	  Wynton	  Marsalis,	  who	  have	  “prescribed	  strictures	  upon	  the	  tradition,	  
and	  imposed	  exclusion	  zones	  upon	  what	  is	  to	  be	  considered	  jazz”	  (p.	  4).	  Stuart	  Nicholson,	  the	  English	  critic,	  
describes	  in	  his	  book	  Is	  Jazz	  Dead?	  (Or	  has	  it	  moved	  to	  a	  new	  address):	  "The	  American	  jazz	  scene	  is	  caught	  in	  
permanent	  stasis,	  partly	  because	  the	  highly	  influential	  musician	  Wynton	  Marsalis	  has	  steered	  the	  music	  into	  
an	  aesthetic	  cul-­‐de-­‐sac,	  and	  partly	  because	  its	  high-­‐fee,	  private	  jazz-­‐education	  system	  with	  its	  high	  
staff/student	  ratios	  permits	  little	  time	  for	  the	  nurturing	  of	  individuality"	  (p.	  120).	  This	  criticism	  of	  jazz	  
education	  delivery	  in	  the	  tertiary	  sector	  equally	  applies	  to	  Australian	  universities	  and	  TAFEs.	  In	  contrast,	  Brian	  
Brown’s	  efforts	  at	  the	  VCA	  to	  counter	  this	  problem	  were	  by	  designing	  curricula	  that	  stresses	  the	  importance	  of	  
finding	  a	  personal	  voice.	  	  
Influential	  critic	  Stanley	  Crouch	  wrote	  for	  the	  magazine	  Jazz	  Times	  in	  2002:	  "The	  jazz	  tradition	  is	  not	  
innovation"	  (p.	  46).	  This	  is	  an	  extremely	  limited	  point	  of	  view	  from	  such	  an	  influential	  critic	  whom	  many	  have	  
listened	  to	  intently	  in	  his	  contributions	  to	  the	  widely	  acclaimed	  Ken	  Burns'	  series	  Jazz:	  A	  History	  of	  America’s	  
Music	  (2000).	  This	  narrow	  viewpoint	  seeks	  to	  limit	  the	  notion	  of	  jazz	  to	  a	  specific	  geography,	  timeframe,	  race	  
of	  its	  practitioners,	  process	  of	  creation,	  instrumentation,	  use	  of	  amplification	  and	  other	  electronic	  devices,	  
harmony	  and	  melodic	  vocabulary.	  There	  are	  many	  opposition	  voices	  to	  the	  neo-­‐conservative	  viewpoint.	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In	  the	  book	  Toward	  a	  Global	  History	  of	  Jazz,	  Taylor	  Atkins	  (2003)	  makes	  the	  case	  for	  jazz	  being	  an	  inclusive	  
artform	  with	  wide	  parameters:	  	  
Jazz,	  both	  as	  a	  sociocultural	  force	  and	  as	  a	  musical	  idiom,	  is	  significantly	  impaired	  by	  construing	  it	  as	  a	  
narrowly	  national	  art,	  expressive	  of	  uniquely	  American	  experiences	  and	  characteristics	  and	  splendidly	  
autonomous	  from	  consideration	  of	  global	  politics,	  cultural	  power	  and	  national	  identity.	  (p.	  xx)	  
Atkins	  goes	  on	  to	  directly	  refute	  the	  Murray-­‐Crouch-­‐Marsalis	  view:	  
At	  the	  very	  least	  it	  is	  important	  to	  acknowledge	  that	  the	  evolution	  of	  jazz	  as	  an	  art	  did	  not	  occur	  solely	  
within	  the	  borders	  of	  the	  United	  States,	  but	  rather	  in	  a	  global	  context	  in	  which	  musicians	  from	  a	  variety	  
of	  musical	  traditions	  exchanged	  information	  and	  inspiration.	  (p.	  xiii)	  
Atkins	  reflects	  on	  the	  language	  of	  jazz,	  likening	  it	  to	  any	  other	  form	  of	  language:	  
Every	  jazz	  style	  shares	  a	  set	  of	  norms	  in	  the	  same	  way	  a	  language	  community	  shares	  a	  broad	  range	  of	  
phonological,	  syntactic,	  semantic	  and	  pragmatic	  norms.	  Until	  M-­‐C-­‐M's	  (Murray-­‐Crouch-­‐Marsalis)	  
ideological	  definition	  of	  the	  music	  took	  hold	  in	  America,	  jazz	  was	  generally	  seen	  as	  work	  in	  progress,	  a	  
broad	  musical	  form	  connected	  to	  its	  community	  in	  terms	  of	  what	  audiences	  expected	  from	  it:	  be	  it	  a	  
bebop,	  jazz-­‐rock,	  free-­‐jazz,	  or	  experimental	  jazz	  audience,	  and	  so	  on.	  (Nicholson,	  2005,	  p.	  70)	  
As	  Simon	  Frith	  (1998)	  points	  out	  in	  his	  book	  Performing	  Rites:	  “Genre	  is	  not	  determined	  by	  the	  form	  or	  style	  of	  
a	  text	  itself	  but	  by	  the	  audiences'	  perception	  of	  its	  style	  and	  meaning,	  defined	  most	  importantly	  at	  the	  
moment	  of	  performance”	  (p.	  94).	  Like	  language	  communities,	  jazz's	  users	  decide	  the	  rules	  of	  use	  that	  the	  
community	  upholds	  and	  understands.	  It	  is	  in	  this	  community	  context	  that	  the	  AJRB	  has	  been	  created.	  As	  Frith	  
states,	  "Old	  genres	  'fail'	  when	  their	  rules	  and	  rituals	  come	  to	  seem	  silly	  and	  restrictive;	  new	  genres	  are	  born	  as	  
the	  transgressions	  become	  systematic”	  (p.	  94).	  
Change	  in	  jazz	  is	  inevitable	  because,	  like	  language,	  communities	  change,	  provide	  new	  contexts	  that	  require	  
new	  expressions	  or	  find	  new	  ways	  of	  doing	  things.	  Language	  and	  jazz	  is	  constantly	  being	  modified	  into	  
something	  that	  works	  in	  the	  ‘here	  and	  now’	  for	  its	  users.	  Change	  occurs	  when	  someone	  wants	  the	  language	  or	  
music	  to	  do	  something	  it	  is	  not	  doing,	  at	  which	  point	  the	  stimulus	  for	  change	  is	  born.	  Need	  causes	  change	  but	  
rarely	  can	  change	  be	  predicted;	  often	  it	  can	  only	  be	  explained	  in	  hindsight.	  The	  process	  of	  change	  itself	  is	  like	  a	  
form	  of	  Darwinism	  in	  both	  language	  and	  jazz	  -­‐	  ideas	  are	  tried,	  with	  the	  most	  successful	  adapted	  by	  imitators.	  A	  
kind	  of	  natural	  selection	  occurs	  that	  ensures	  the	  survival	  of	  the	  idea	  and	  ultimately	  a	  style.	  
During	  the	  ‘golden	  years	  of	  jazz’,	  the	  dynamic	  for	  change	  originated	  from	  the	  African-­‐American	  community,	  
but	  this	  dynamic	  began	  to	  break	  down	  in	  the	  1960s	  as	  jazz	  increasingly	  saw	  developments	  originating	  beyond	  
the	  community	  where	  it	  was	  originally	  nurtured.	  Since	  then	  its	  language	  has	  been	  expanded	  to	  suit	  the	  
expectations	  of	  a	  broader,	  global	  community.	  Just	  like	  language,	  jazz	  is	  owned	  by	  its	  users,	  and	  they	  make	  the	  
rules	  for	  how	  it	  best	  works	  for	  the	  themselves;	  it	  is	  not	  something	  that	  can	  be	  decided	  by	  any	  one	  person	  or	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interest	  group.	  Today	  jazz	  is	  a	  musical	  lingua	  franca	  spoken	  around	  the	  world	  and	  is	  analogous	  to	  the	  English	  
language	  as	  a	  lingua	  franca:	  in	  being	  used	  by	  everybody,	  it	  is	  "owned"	  by	  everybody	  (Nicholson,	  2005,	  p.	  70).	  
It	  is	  with	  this	  inclusiveness	  that	  I	  conducted	  the	  survey,	  and	  endeavored	  to	  consult	  the	  Australian	  jazz	  
community	  in	  the	  creation	  of	  the	  AJRB.	  
There	  is	  a	  conflict	  in	  documenting	  the	  meaning	  and	  ownership	  of	  jazz,	  as	  Nicholson	  (2005)	  describes:	  
What	  Murray,	  (Stanley)	  Crouch,	  and	  (Wynton)	  Marsalis	  overlook	  is	  the	  ancient	  paradox	  of	  music,	  that	  
while	  it	  appears	  rich	  and	  full	  of	  meaning,	  no	  community	  of	  listeners	  can	  agree	  with	  any	  precision	  on	  
the	  exact	  nature	  of	  that	  meaning	  because	  all	  community	  members	  are	  not	  alike.	  A	  community	  may	  
agree	  a	  particular	  work	  is	  ‘significant’	  if	  it	  moves	  and	  interests	  them,	  but	  detailed,	  specific	  descriptions	  
of	  their	  subjective	  reactions	  may	  differ	  considerably.	  (p.	  33)	  
This	  has	  implications	  for	  the	  insider-­‐researcher	  consulting	  the	  Australian	  jazz	  community,	  and	  suggests	  that	  
within	  any	  community	  there	  is	  a	  diversity	  of	  opinion	  and	  community	  members	  may	  not	  agree.	  	  
As	  the	  pianist	  and	  educator	  Billy	  Taylor	  points	  out	  in	  Jazz	  Piano:	  A	  Jazz	  history:	  "Americans	  share	  an	  
understanding	  of	  the	  emotional	  connotations	  of	  jazz	  which	  is	  based	  on	  an	  Afro-­‐American	  (sic)	  value	  system,	  
but	  the	  interpretation	  of	  the	  music	  symbols	  varies	  a	  great	  deal	  because	  the	  music	  has	  transcended	  ethnic	  
boundaries"	  (Taylor,	  1983,	  p.	  6).	  This	  statement	  is	  particularly	  relevant	  to	  this	  research	  as	  it	  says	  that	  no	  two	  
people	  hear	  the	  same	  music	  alike.	  With	  a	  richly	  multicultural	  nation	  such	  as	  Australia	  it	  could	  be	  argued	  that	  
there	  is	  a	  certain	  diversity	  that	  encompasses	  many	  truths,	  and	  that	  there	  are	  significant	  compositions	  for	  
different	  communities	  within	  Australian	  culture.	  "No	  community	  of	  listeners	  can	  agree"	  is	  a	  statement	  that	  
rings	  true	  to	  the	  Australian	  jazz	  community	  as	  a	  whole.	  However,	  I	  suspect	  because	  of	  the	  regionalism	  of	  
where	  jazz	  is	  created	  in	  Australia	  that	  there	  is	  consensus	  and	  agreement	  of	  some	  aspects	  of	  Australian	  jazz	  
music.	  The	  statement	  that	  the	  "interpretation	  of	  music	  symbols	  varies	  a	  great	  deal	  because	  the	  music	  has	  
transcended	  ethnic	  boundaries"	  (Nicholson,	  2005,	  p.46)	  could	  be	  true	  in	  the	  respect	  that	  the	  European	  
musical	  tradition	  that	  was	  carried	  with	  the	  large	  wave	  of	  migrants	  to	  Australia	  throughout	  the	  20th	  century	  
has	  re-­‐interpreted	  and	  adapted	  music,	  instruments	  and	  stories	  in	  the	  process	  of	  assimilation	  and	  interaction	  
with	  Anglo-­‐Celtic	  culture	  in	  Australia.	  
Traditionally,	  Australian	  jazz	  has	  not	  enjoyed	  a	  significant	  representation	  in	  domestic	  media.	  In	  The	  Permanent	  
Underground,	  Peter	  Rechniewski	  (2008)	  opines:	  "The	  lack	  of	  interest	  in	  jazz	  in	  the	  domestic	  media	  is	  shameful,	  
because	  the	  growing	  impact	  of	  Australian	  modern	  and	  contemporary	  jazz	  is	  widely	  acknowledged	  overseas"	  
(p.	  3).	  He	  cites	  Jamie	  Oehlers	  winning	  the	  2003	  international	  saxophone	  competition	  in	  Montreux,	  with	  no	  
press	  coverage	  in	  Australia,	  and	  Kristin	  Berardi	  winning	  the	  Shure	  international	  singing	  competition	  in	  
Montreux	  in	  2006	  with	  very	  little	  press.	  He	  argues	  that	  Australian	  jazz	  culture	  is	  in	  a	  permanent	  underground	  -­‐	  
financially	  unstable,	  with	  a	  frail	  jazz	  culture	  and	  a	  weak	  infrastructure:	  "Lacking	  the	  financial	  clout	  that	  comes	  
from	  having	  a	  mass	  audience	  like	  that	  enjoyed	  by	  pop/rock	  music,	  and	  without	  the	  cultural	  prestige	  of	  
classical	  music	  that	  attracts	  relatively	  generous	  levels	  of	  funding	  and	  corporate	  sponsorship,	  jazz	  finds	  it	  hard	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to	  acquire	  the	  public	  profile	  it	  deserves.	  It	  exists	  on	  the	  margins	  of	  arts	  discourse	  and	  few	  Australians	  are	  
aware	  of	  the	  achievements	  of	  so	  many	  of	  its	  principal	  artists"	  (p.	  6).	  In	  reflecting	  upon	  the	  perceived	  power	  of	  
the	  neo-­‐conservatives,	  Rechniewski	  states	  	  
That	  Australia	  produces	  many	  fine	  young	  musicians	  is	  not	  in	  doubt.	  But	  does	  jazz	  itself	  have	  a	  future?	  
Is	  it	  caught	  in	  a	  time	  warp,	  reproducing	  sets	  of	  musical	  gestures	  that	  are	  merely	  variations	  of	  past	  
styles,	  of	  interest	  only	  to	  historians,	  sound	  archivists	  and	  devotees	  of	  nostalgia?	  Some	  who	  believe	  
that	  jazz	  is	  a	  dead,	  or	  else	  a	  heritage,	  form	  say	  that	  improvisation	  has	  supplanted	  it.	  For	  them,	  jazz	  is	  
no	  longer	  the	  site	  of	  innovation,	  but	  a	  formalised	  tradition,	  that	  has	  forsaken	  experimentation	  in	  
favour	  of	  'eternal	  verities'	  such	  as	  the	  blues	  and	  swing	  rhythmic	  patterns.	  Non-­‐jazz-­‐based	  
improvisation,	  on	  the	  other	  hand,	  offers	  many	  of	  the	  possibilities	  that	  staunch	  supporters	  of	  the	  jazz	  
tradition	  have	  rejected:	  use	  of	  electronics	  and	  computers,	  use	  of	  multi-­‐media	  in	  performance	  and	  so	  
on.	  (p.	  21)	  
Rechniewski	  is	  advocating	  for	  jazz	  to	  evolve	  and	  embrace	  elements	  that	  have	  previously	  been	  discounted;	  
however,	  defining	  the	  parameters	  around	  ‘non-­‐jazz-­‐based	  improvisation’	  is	  not	  clearly	  defined.	  
In	  placing	  Australian	  jazz	  in	  the	  perspective	  of	  global	  trends	  and	  developments,	  Timothy	  Stevens	  (2000)	  in	  his	  
research	  on	  the	  Red	  Onion	  Jazz	  Band	  suggests	  that	  improvised	  jazz,	  at	  its	  core,	  is	  a	  living	  music	  and	  the	  
parameters	  are	  constantly	  under	  review	  in	  local	  scenes	  around	  the	  world.	  He	  wrote:	  “Jazz	  is	  in	  flux,	  like	  any	  
popular	  music”	  (p.	  36).	  This	  suggests	  that	  jazz	  around	  the	  world	  is	  a	  living,	  dynamic	  art	  form	  in	  which	  many	  
influences	  are	  valid,	  possibilities	  are	  endless	  and	  the	  parameters	  that	  attempt	  to	  define	  it	  are	  shifting	  
constantly.	  Similarly,	  Tamara	  Murphy	  in	  her	  study	  Bastard	  Music	  (2008),	  argues	  that	  jazz	  has	  been	  shaped	  by	  
ideas,	  repertoire	  and	  influences	  from	  its	  surrounding	  environment.	  She	  argues	  that	  jazz	  has	  been	  self-­‐
destructing	  over	  the	  last	  30	  years	  because	  in	  this	  time	  jazz	  has	  been	  taking	  language	  and	  repertoire	  
predominantly	  from	  its	  own	  history,	  and	  any	  art	  form	  that	  does	  this	  is	  bound	  to	  “consume	  itself	  completely”.	  
(p.	  2)	  
Lucian	  McGuiness’	  study	  A	  Case	  For	  Ethnographic	  Enquiry	  in	  Australian	  Jazz	  (2010)	  cites	  a	  wide	  pool	  of	  
inspiration	  that	  defines	  his	  jazz	  perspectives	  and	  practice	  in	  an	  Australian	  context:	  “In	  the	  fractured	  diaspora	  
of	  jazz	  today,	  sharing	  elements	  of	  style	  is	  not	  required;	  nor	  does	  a	  common	  repertoire	  necessarily	  define	  jazz.	  
Timbre	  or	  instrumentation	  is	  readily	  revised.	  Improvisation,	  though	  crucial	  to	  its	  definition,	  is	  not	  unique	  to	  
jazz”	  (p.	  12).	  He	  goes	  on	  to	  define	  how	  jazz	  is	  consumed	  around	  the	  world	  in	  a	  contemporary	  setting:	  “The	  
global	  network	  of	  media	  digital	  communication	  and	  travelling	  musicians	  means	  each	  locality	  is	  kept	  up	  to	  date	  
with	  musical	  developments	  from	  all	  over	  the	  world”	  (McGuiness,	  2010,	  p.	  17).	  
National	  Film	  and	  Sound	  Archive:	  Australian	  Jazz	  Archive	  	  
As	  a	  component	  of	  my	  research	  I	  was	  able	  to	  spend	  time	  in	  the	  National	  Film	  and	  Sound	  Archive	  working	  
through	  the	  Australian	  Jazz	  Archive.	  This	  field	  trip	  took	  place	  in	  May	  2010.	  The	  objective	  was	  to	  investigate	  the	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material	  relating	  to	  the	  efforts	  of	  the	  NSW	  Jazz	  Development	  Office’s	  attempt	  at	  creating	  an	  Australian	  Jazz	  
Real	  Book	  in	  the	  mid	  1980s.	  This	  was	  to	  inform	  the	  development	  of	  the	  AJRB.	  The	  documents	  contained	  within	  
the	  archive	  provided	  a	  depth	  of	  understanding	  of	  this	  earlier	  effort,	  including	  information	  on	  how	  the	  editorial	  
board	  conducted	  a	  composition	  collection	  process,	  issues	  the	  editorial	  board	  encountered,	  some	  insight	  into	  
the	  political	  interactions	  of	  participants	  and	  representational	  biases	  on	  how	  that	  book	  was	  constructed.	  This	  
information	  imparted	  background	  knowledge	  that	  was	  important	  in	  conducting	  key	  informant	  interviews,	  as	  
this	  topic	  came	  up	  in	  the	  interview	  process.	  Strong	  opinions	  were	  voiced	  of	  these	  efforts,	  and	  I	  have	  learnt	  
that	  some	  of	  the	  unique	  relationships	  that	  are	  present	  in	  the	  Australian	  jazz	  community	  have	  been	  defined	  by	  
this	  process.	  
The	  National	  Film	  and	  Sound	  Archive’s	  (NFSA)	  Australian	  Jazz	  Archive	  (AJA)	  was	  established	  in	  1997	  as	  part	  of	  
an	  initiative	  by	  members	  of	  the	  Australian	  jazz	  community	  to	  build	  a	  national	  collection	  of	  jazz	  recordings	  and	  
materials.	  Over	  many	  years,	  the	  Archive	  has	  built	  a	  substantial	  collection	  of	  Australian	  jazz	  material,	  including	  
sound	  recordings,	  film	  and	  videos	  and	  oral	  histories.	  Included	  in	  the	  archive	  is	  the	  National	  Register	  of	  
Australian	  jazz	  interviews	  which	  was	  compiled	  by	  John	  Sharpe.	  This	  is	  a	  list	  of	  recorded	  interviews	  with	  jazz	  
musicians	  held	  in	  Australia.	  They	  include	  oral	  histories,	  radio	  interviews	  and	  interviews	  conducted	  for	  
research.	  Most	  of	  the	  interviewees	  were	  Australian	  jazz	  musicians;	  others	  were	  visiting	  artists	  or	  people	  
closely	  associated	  with	  jazz	  in	  Australia.	  	  
The	  AJA	  is	  the	  largest	  collection	  of	  Australian	  jazz	  materials,	  with	  items	  from	  all	  states	  and	  territories.	  Other	  
archives	  such	  as	  the	  Victorian	  Jazz	  Archive	  and	  similar	  state-­‐wide	  counterparts	  generally	  focus	  on	  the	  local	  
collection	  of	  items	  and	  documenting	  the	  local	  history	  specific	  to	  that	  area.	  Libraries	  such	  as	  the	  State	  Library	  
of	  Victoria,	  The	  National	  Library	  of	  Australia,	  The	  Victorian	  College	  of	  Arts,	  RMIT	  University	  and	  The	  University	  
of	  Melbourne	  do	  not	  have	  specific	  sections	  or	  collections	  pertaining	  to	  Australian	  jazz.	  Items	  of	  significance	  in	  
Australian	  jazz	  usually	  are	  located	  at	  the	  NFSA	  AJA	  or	  the	  local	  state	  jazz	  archive.	  
The	  NFSA	  AJA	  was	  created	  by	  Bruce	  Johnson,	  who	  has	  written	  several	  important	  books	  documenting	  the	  
history	  and	  development	  of	  Australian	  jazz.	  In	  email	  conversations	  he	  has	  stated:	  
Regarding	  NFSA:	  I	  was	  involved	  in	  the	  assembling	  of	  the	  Real	  Book	  compositions	  back	  in	  whenever	  it	  
was,	  and	  when	  it	  went	  into	  abeyance	  for	  lack	  of	  follow-­‐up	  funding,	  I	  made	  a	  point	  of	  archiving	  all	  the	  
materials,	  because	  I	  could	  see	  that	  otherwise	  they	  would	  be	  disposed	  of.	  They	  sat	  in	  my	  private	  
archives	  until	  I	  chose	  to	  deposit	  the	  lot	  with	  NFSA	  circa	  2005.	  I	  think,	  but	  would	  not	  swear,	  that	  the	  
Real	  Book	  stuff	  went	  to	  NFSA.	  
The	  NFSA	  AJA	  has	  40	  boxes	  in	  the	  Bruce	  Johnson	  Collection.	  Each	  box	  contained	  a	  number	  of	  folders	  that	  were	  
categorised	  alphabetically.	  I	  selected	  nine	  boxes	  from	  the	  list	  that	  was	  generated	  from	  subject	  of	  these	  
folders.	  I	  selected	  all	  boxes	  that	  were	  relating	  to	  ‘Real	  Book’,	  ‘NSW	  jazz	  development	  office’,	  ‘Australia	  Council’	  
and	  also	  artists	  that	  would	  be	  considered	  as	  important	  Australian	  jazz	  composers	  such	  as	  John	  Sangster,	  Don	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Burrows	  and	  Paul	  Grabowsky.	  In	  the	  folders	  were	  many	  concert	  programs,	  press	  releases	  and	  promotional	  
documents.	  	  
The	  most	  relevant	  and	  useful	  document	  I	  found	  was	  entitled	  ‘Book	  of	  Australian	  Jazz	  Compositions:	  Report	  to	  
the	  Management	  Committee	  NSW	  Jazz	  Co-­‐ordination	  Association’	  and	  was	  distributed	  to	  committee	  members	  
of	  the	  ‘Real	  Book’	  working	  party.	  The	  17	  page	  document	  authored	  by	  Julie	  Solomon	  (project	  officer)	  dated	  26	  
February	  1988	  detailed	  the	  work	  completed	  on	  the	  project,	  a	  summary	  of	  funding	  applications,	  how	  
composers	  were	  contacted,	  processing	  of	  submissions,	  the	  working	  party’s	  selection	  procedure,	  printing	  
considerations,	  copyright	  and	  royalties,	  interested	  publishers,	  manuscripts	  and	  tapes,	  and	  a	  summary.	  In	  the	  
appendices	  there	  was	  a	  list	  of	  submissions	  received	  and	  categorised	  by	  composer,	  a	  list	  of	  people	  who	  did	  not	  
reply,	  a	  list	  of	  composers	  declining	  to	  submit	  compositions,	  a	  list	  of	  subsequent	  composers	  approached,	  and	  a	  
list	  of	  composers	  who	  asked	  for	  an	  extension	  on	  the	  submission	  date.	  An	  administration	  expenses	  budget	  was	  
attached	  and	  letters	  from	  Bruce	  Johnson,	  Julie	  Solomon	  and	  Graeme	  Bell	  were	  also	  attached.	  	  
The	  efforts	  of	  the	  NSW	  Jazz	  Co-­‐ordination	  Association	  to	  create	  an	  AJRB	  include	  in	  summary:	  
• The	  initial	  grant	  application	  to	  the	  Australia	  Council	  asked	  for	  $6320,	  and	  $4000	  was	  received.	  The	  
time	  allowance	  for	  book	  completion	  was	  reduced	  from	  4	  months	  to	  3	  months.	  
• Julie	  Solomon	  worked	  for	  3	  days	  per	  week	  for	  34	  total	  days	  contacting	  composers	  and	  soliciting	  the	  
submission	  of	  tunes	  for	  the	  book.	  She	  processed	  submissions	  and	  prepared	  tunes	  for	  the	  
consideration	  of	  the	  working	  party.	  She	  also	  followed	  up	  composers’	  contacts,	  researching	  copyright	  
and	  royalty	  questions	  and	  made	  contact	  with	  publishers.	  
• Professionally	  engineered	  recordings	  were	  not	  required	  for	  tune	  submission.	  
• Composers	  were	  invited	  to	  provide	  details	  on	  instructions	  for	  performance.	  
• 220	  composers	  were	  initially	  approached.	  
• Submissions	  were	  received	  from	  100	  composers.	  Three	  declined,	  69	  did	  not	  reply,	  and	  27	  may	  still	  
submit,	  19	  composers	  requested	  extensions,	  and	  seven	  were	  not	  contactable.	  
• Distribution	  of	  National	  Representation	  of	  Composers:	  
NSW:	  106,	  VIC:	  38,	  SA:	  15,	  QLD:	  14,	  WA:	  18,	  ACT:	  8,	  NT:	  7,	  TAS:	  7,	  O/S:	  2.	  This	  distribution	  shows	  a	  bias	  
towards	  NSW	  composers	  with	  the	  number	  of	  composers	  being	  nearly	  three	  times	  as	  large	  as	  Victoria,	  
the	  next	  highest.	  This	  bias	  could	  be	  due	  to	  the	  relative	  ease	  in	  which	  the	  collection	  of	  tunes	  and	  
contacts	  of	  composers	  is	  easily	  available	  from	  a	  localised	  area.	  	  
• 477	  tunes	  were	  received	  from	  100	  submissions.	  Composers	  were	  invited	  to	  submit	  up	  to	  six	  of	  their	  
best	  pieces	  for	  the	  book.	  The	  working	  party	  decided	  that	  no	  composer	  would	  be	  represented	  by	  more	  
than	  six	  tunes.	  	  
• The	  working	  party	  decided	  to	  select	  tunes	  for	  the	  book	  on	  a	  blind	  review	  basis.	  Manuscripts	  were	  
photocopied	  onto	  A3	  paper,	  and	  all	  identifying	  markings	  were	  removed.	  Where	  there	  were	  recordings	  
available,	  the	  ‘heads’	  of	  each	  of	  the	  tunes	  (the	  main	  melody	  or	  composition	  before	  the	  solo)	  were	  
dubbed	  onto	  tapes	  for	  the	  working	  party	  to	  consider.	  This	  is	  an	  intriguing	  way	  of	  selecting	  music	  for	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possible	  inclusion	  in	  the	  book,	  as	  it	  aims	  to	  remove	  the	  bias	  of	  the	  working	  party	  towards	  affiliations	  
or	  allegiances	  to	  any	  particular	  composer,	  and	  to	  focus	  on	  the	  content	  and	  quality	  of	  composition.	  
Many	  of	  the	  tunes	  would	  be	  have	  been	  identifiable	  to	  the	  working	  party,	  even	  with	  no	  markings.	  	  
• Winners	  of	  the	  Australian	  Jazz	  Convention	  Original	  Tunes	  Competition	  and	  also	  the	  NSW	  Jazz	  Action	  
Society’s	  Original	  Composition	  Competition	  were	  contacted.	  
The	  working	  party	  consisted	  of	  eight	  NSW	  performers,	  educators	  and	  jazz	  writers.	  This	  could	  be	  the	  reason	  
why	  there	  were	  so	  many	  composers	  originating	  from	  NSW	  and	  the	  bias	  towards	  compositions	  from	  NSW.	  
Julie	  Solomon	  in	  her	  report	  wrote:	  	  
This	  committee	  has	  decided	  that	  tunes	  should	  be	  considered	  on	  the	  basis	  of	  professional,	  educational	  and	  
documentational	  usefulness,	  as	  well	  as	  the	  basic	  technical	  criteria	  (melody,	  harmonic	  structure	  etc.).	  Each	  
tune	  is	  given	  an	  impression	  mark	  on	  100	  by	  each	  selector,	  taking	  all	  these	  factors	  into	  account.	  When	  all	  8	  
marks	  are	  available	  for	  each	  tune,	  they	  will	  be	  converted	  to	  a	  percentage	  score,	  and	  tunes	  ranked	  on	  the	  
basis	  of	  those	  scores.	  
The	  task	  of	  ranking	  each	  composition	  against	  a	  set	  of	  criteria	  and	  formulating	  a	  percentage	  score	  is	  a	  very	  
difficult	  one,	  as	  each	  of	  the	  working	  party’s	  view	  was	  subjective,	  and	  presumably	  each	  musician	  hears	  and	  
listens	  for	  different	  things.	  It	  is	  interesting	  that	  an	  attempt	  to	  categorise	  each	  tune	  was	  made	  to	  assess	  
usefulness.	  This	  is	  consistent	  with	  the	  aims	  of	  the	  creators	  of	  The	  Real	  Book,	  where	  their	  aims	  were	  based	  on	  
usefulness	  and	  practicality.	  The	  committee	  decided	  that	  tunes	  should	  be	  considered	  for	  use	  by	  practising	  and	  
performing	  musicians,	  in	  educational	  and	  professional	  situations.	  I	  have	  attempted	  to	  recreate	  parts	  of	  this	  
process	  in	  the	  development	  of	  the	  AJRB.	  Please	  refer	  to	  p.	  66	  Table	  1:	  Analysis	  of	  draft	  AJRB	  compositions.	  
Julie	  Solomon	  continued	  her	  report	  as	  follows:	  
Another	  vital	  step	  will	  be	  to	  consider	  the	  representative	  spread	  of	  the	  book	  in	  the	  light	  of	  two	  aims.	  
One	  is	  to	  represent	  jazz	  music	  currently	  being	  written	  by	  Australians,	  well-­‐known	  or	  not,	  and	  this	  aim	  
should	  be	  adequately	  fulfilled	  by	  the	  blindfold	  selections.	  But	  blindfolding,	  and	  the	  consideration	  of	  
only	  those	  tunes	  submitted	  as	  a	  result	  of	  our	  solicitations	  would	  not	  serve	  the	  other	  aim	  of	  the	  book:	  
to	  document	  the	  tradition	  of	  jazz	  in	  Australia,	  and	  include	  a	  historical	  perspective,	  composers	  who	  
have	  played	  a	  vital	  role	  in	  Australian	  jazz,	  and	  tunes	  which,	  for	  various	  reasons,	  have	  become	  
Australian	  ‘standards’.	  In	  order	  to	  satisfy	  these	  documentary	  functions	  of	  the	  book,	  the	  working	  party	  
decided	  to	  supplement	  the	  blindfold	  process	  with	  an	  open-­‐eyed	  one,	  as	  a	  final	  stage	  in	  assembling	  the	  
book.	  Members	  of	  the	  party	  will	  look	  for	  gaps	  in	  the	  list	  of	  works	  and	  composers	  selected	  by	  the	  
process	  so	  far,	  and	  put	  forward	  suggestions	  of	  extra	  material	  that	  will	  be	  added	  to	  the	  book	  if	  the	  
consent	  of	  the	  owner	  of	  print	  rights	  can	  be	  obtained.	  
It	  seems	  that	  the	  blindfold	  process	  was	  to	  be	  balanced	  with	  ‘open-­‐eyed’,	  and	  this	  might	  have	  diluted	  the	  
attempt	  at	  a	  non-­‐biased	  selection	  process.	  The	  stated	  aim	  was	  to	  ‘represent	  jazz	  music	  currently	  written	  by	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Australians,	  well-­‐known	  or	  not’.	  This	  is	  consistent	  with	  this	  study’s	  development	  of	  an	  AJRB,	  in	  balancing	  
established	  artists	  with	  developing	  and	  less	  well-­‐known	  artists	  and	  was	  consistent	  with	  the	  findings	  of	  the	  
survey.	  The	  committee	  determined	  that	  it	  was	  important	  to	  document	  the	  tradition	  of	  jazz	  in	  Australia	  and	  
represent	  composers	  who	  have	  played	  a	  vital	  role	  in	  Australian	  jazz.	  It	  is	  interesting	  to	  note	  that	  in	  this	  
document	  the	  notion	  of	  Australian	  jazz	  having	  ‘standards’	  is	  not	  contested.	  It	  is	  apparent	  that	  the	  committee	  
used	  the	  blindfold	  process	  of	  assessing	  tunes	  as	  an	  initial	  selection	  process,	  but	  balanced	  this	  with	  committee	  
discretion	  to	  ‘fill	  gaps’	  in	  making	  a	  balanced	  and	  useful	  AJRB.	  	  	  	  
Attached	  to	  this	  document	  in	  the	  appendix	  is	  a	  letter	  from	  Graeme	  Bell.	  It	  reads:	  	  
Herewith	  my	  six	  compositions	  as	  requested	  and	  please	  excuse	  lateness.	  Music	  and	  taped	  recordings	  
are	  supplied.	  ‘Heads’	  of	  tunes	  only	  were	  asked	  for.	  As	  most	  of	  my	  efforts	  are	  compositions	  rather	  than	  
‘tunes’	  I	  have	  supplied	  them	  in	  their	  entirety.	  For	  instance,	  ‘Rocking	  Horse	  Rag’	  and	  ‘Chicken	  and	  
Almonds’	  are	  complete	  compositions	  with	  the	  different	  sections	  that	  true	  compositions	  have.	  It	  
would,	  therefore,	  be	  difficult	  to	  pick	  which	  is	  the	  ‘head’.	  I	  find	  the	  blindfold	  situation	  rather	  amusing.	  
It	  makes	  it	  like	  a	  competition.	  I	  would	  like	  to	  think	  that	  a	  publication	  of	  this	  nature	  included	  the	  works	  
of	  the	  composer’s	  own	  choosing.	  I	  take	  it	  that	  only	  one	  or	  two	  will	  be	  selected	  from	  each	  composer’s	  
list	  and	  would	  like	  to	  request	  that	  I	  have	  a	  final	  say	  as	  to	  any	  of	  my	  compositions,	  which	  may	  be	  
selected	  for	  inclusion.	  Yours	  in	  music,	  (signed)	  Graeme	  Bell.	  
This	  is	  an	  interesting	  and	  important	  letter	  from	  one	  of	  the	  early	  exponents	  of	  Australian	  jazz.	  I	  give	  weight	  to	  
what	  this	  letter	  says	  as	  I	  think	  Graeme	  Bell	  should	  be	  respected,	  and	  his	  advice	  taken.	  I	  agree	  that	  the	  
composer	  should	  indeed	  have	  the	  final	  say	  as	  to	  which	  particular	  tunes	  are	  included.	  As	  it	  it	  is	  their	  intellectual	  
property,	  and	  they	  (would	  normally)	  control	  its	  use	  and	  broadcast.	  The	  intention	  of	  creating	  a	  Real	  Book	  is	  for	  
musicians	  to	  have	  a	  common	  language	  and	  repertoire	  so	  they	  can	  play	  together	  on	  gigs.	  If	  a	  composer’s	  tune	  
is	  in	  the	  Real	  Book,	  he	  or	  she	  is	  giving	  permission	  for	  other	  performers	  to	  reinterpret	  and	  re-­‐imagine	  it.	  It	  is	  
important	  that	  the	  composer	  has	  input	  into	  how	  his	  or	  her	  music	  is	  represented	  in	  print,	  so	  that	  the	  Real	  Book	  
user	  can	  play	  the	  original	  composer’s	  tune	  appropriately,	  with	  the	  correct	  feel,	  chord	  changes	  and	  melody,	  
and	  possibly	  go	  some	  way	  to	  understanding	  the	  inspiration	  behind	  the	  composition.	  
Bruce	  Johnson	  in	  a	  letter	  attached	  in	  the	  appendix	  wrote:	  	  
Above	  all	  I	  keep	  asking	  myself	  what	  we	  are	  assembling	  here.	  The	  analogy	  of	  the	  American	  Real	  Book	  
doesn’t	  really	  seem	  to	  apply.	  The	  Real	  Book	  is	  a	  collection	  primarily	  of	  standards	  in	  the	  post-­‐
mainstream	  idiom,	  for	  use	  on	  gigs.	  But	  there	  is	  no	  such	  repertoire	  of	  Australian	  compositions.	  	  
Johnson	  is	  correct	  in	  saying	  that	  a	  Real	  Book	  is	  a	  collection	  of	  standards	  in	  the	  post-­‐mainstream	  idiom	  for	  use	  
on	  gigs.	  I	  believe	  he	  is	  incorrect	  in	  saying	  that	  there	  is	  no	  such	  repertoire	  of	  Australian	  compositions.	  Bernie	  
McGann’s	  ‘Spirit	  Song’	  was	  the	  most	  quoted	  example	  of	  an	  Australian	  standard	  that	  should	  be	  represented	  in	  
the	  AJRB.	  It	  is	  fair	  to	  say	  that	  Australia	  does	  not	  have	  the	  Tin	  Pan	  Alley	  music	  production	  houses	  such	  as	  the	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Brill	  Building	  feeding	  countless	  musicals	  on	  Broadway	  that	  provide	  a	  rich	  body	  of	  musical	  material	  for	  
musicians	  to	  reinterpret	  and	  re-­‐imagine.	  It	  is	  also	  reasonable	  to	  assume	  that	  post-­‐war	  Australia	  consumed	  
much	  overseas	  content	  from	  America	  and	  Europe	  and	  this	  has	  shaped	  our	  cultural	  upbringing	  as	  a	  nation.	  
Johnson	  discusses	  the	  notion	  of	  an	  Australian	  jazz	  standard:	  
Whether	  I	  were	  in	  Manchester,	  Washington,	  or	  Melbourne,	  I	  could	  assume	  that	  a	  band	  I	  sat	  in	  with	  
would	  know,	  say	  ‘Stella	  By	  Starlight’,	  but	  there’s	  not	  one	  Australian	  jazz	  composition	  that	  has	  the	  
same	  status	  even	  within	  any	  one	  Australian	  city.	  So	  we’re	  obviously	  not	  compiling	  that	  kind	  of	  Real	  
Book.	  	  
It	  is	  short	  sighted	  to	  suggest	  that	  “not	  one	  Australian	  jazz	  composition	  has	  the	  same	  status	  as	  ‘Stella	  by	  
Starlight’”.	  Why	  does	  Johnson	  suggest	  that	  ‘Stella	  by	  Starlight’	  is	  superior	  to	  any	  composition	  that	  an	  
Australian	  could	  write?	  I	  suspect	  that	  because	  it	  has	  been	  played,	  reinterpreted	  and	  re-­‐imagined	  so	  many	  
times	  by	  leading	  jazz	  performers	  over	  the	  past	  60	  years	  it	  has	  achieved	  that	  status.	  Would	  it	  have	  had	  the	  
success	  and	  notoriety	  that	  it	  has	  if	  it	  didn’t	  appear	  in	  the	  Real	  Book,	  and	  be	  available	  to	  musicians	  to	  play?	  
‘Stella	  by	  Starlight’	  is	  a	  beautiful	  melody,	  but	  could	  be	  described	  as	  difficult	  in	  that	  it	  jumps	  around	  key	  centres	  
often	  and	  remotely.	  I	  suggest	  that	  if	  Australian	  jazz	  compositions	  had	  the	  opportunity	  to	  be	  represented	  in	  the	  
Real	  Book	  in	  the	  same	  way	  that	  ‘Stella	  by	  Starlight’	  has,	  that	  these	  tunes	  would	  be	  considered	  as	  standards	  
too.	  Johnson	  further	  questions	  the	  motivations	  of	  creating	  an	  AJRB:	  
Are	  we	  putting	  together	  a	  collection	  of	  important	  Australian	  jazz	  compositions	  that	  have	  been	  
recorded	  definitively?	  Obviously	  not	  that	  either.	  Is	  it	  a	  ‘history	  of	  Australian	  jazz	  composition’?	  
Obviously	  not,	  since	  there	  are	  no	  pre-­‐war	  names	  on	  the	  list,	  and	  in	  fact	  very	  few	  names	  predating	  the	  
sixties.	  Are	  we	  putting	  together	  a	  book	  to	  be	  carried	  around	  and	  used	  on	  gigs?	  Most	  of	  the	  songs	  I	  am	  
getting	  couldn’t	  be	  played	  under	  usual	  ad	  hoc	  gig	  conditions.	  Are	  we	  putting	  together	  a	  book	  for	  the	  
archivists,	  historians,	  and	  other	  students	  of	  Australian	  jazz	  to	  use	  as	  source	  material?	  Are	  we	  giving	  
relatively	  unknown	  composers	  a	  chance	  to	  be	  published?	  I	  just	  don’t	  know,	  or	  rather,	  I	  can’t	  relate	  
most	  of	  the	  songs	  I	  am	  getting	  to	  any	  of	  these	  possible	  objectives.	  Are	  we	  just	  assembling	  a	  collection	  
of	  terrific	  Australian	  jazz	  compositions?	  Most	  of	  what	  I’m	  getting,	  in	  all	  styles,	  is	  hopelessly	  
undistinguished,	  and	  unlikely	  ever	  to	  be	  of	  interest	  to	  anyone	  but	  the	  composer.	  	  
Part	  of	  the	  reason	  that	  the	  AJRB	  has	  received	  almost	  unanimous	  support	  from	  respondents	  of	  the	  survey	  is	  
that	  Australian	  composers	  will	  have	  the	  opportunity	  to	  play	  each	  other’s	  compositions,	  and	  treat	  Australian	  
compositions	  in	  the	  same	  way	  that	  they	  have	  with	  compositions	  included	  in	  other	  Real	  Books.	  I	  do	  think	  that	  
an	  AJRB	  constructed	  from	  recommendations	  resulting	  from	  the	  survey	  would	  be	  useful	  on	  “ad	  hoc	  gigs”.	  It	  is	  
yet	  to	  be	  seen	  if	  Australian	  jazz	  compositions	  contained	  in	  the	  AJRB	  are	  as	  Johnson	  states	  “hopelessly	  
undistinguished”.	  I	  disagree	  that	  Australian	  jazz	  compositions	  are	  “unlikely	  ever	  to	  be	  of	  interest	  to	  anyone	  
but	  the	  composer”.	  This	  is	  contradicted	  by	  the	  number	  of	  composer	  and	  composition	  recommendations	  I	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received	  in	  the	  survey	  as	  to	  what	  users	  would	  like	  to	  see	  represented	  in	  the	  AJRB.	  There	  were	  so	  many	  
received,	  that	  it	  was	  impossible	  to	  represent	  everyone	  in	  one	  volume	  of	  an	  AJRB.	  	  
Johnson	  defines	  the	  boundaries	  of	  jazz	  and	  what	  should	  be	  represented	  in	  the	  AJRB:	  
Especially	  in	  the	  case	  of	  the	  electronically	  enhanced	  stuff,	  it’s	  the	  kind	  of	  thing	  that	  television	  chews	  
up	  and	  spits	  out	  night	  after	  night,	  never	  to	  be	  heard	  of	  again	  (and	  deservedly).	  They	  meander	  through	  
abstruse	  but	  unappealing	  sequences,	  they	  use	  trick	  phrasing	  designed	  to	  demonstrate	  cleverness	  
rather	  than	  flow.	  Most	  of	  the	  more	  traditional	  songs	  are	  inevitable	  highly	  derivative,	  with	  only	  the	  
occasional	  witty	  or	  original	  twist.	  Where	  are	  the	  straight	  ahead	  blowing	  vehicles	  that	  bands	  like	  The	  
Benders	  or	  Onaje	  produced,	  where	  is	  the	  melodic	  architecture	  of	  Sangster?	  There	  is	  a	  body	  of	  
impressive	  Australian	  jazz	  composition,	  but	  very	  little	  of	  it	  seems	  to	  be	  filtering	  through.	  	  
Johnson’s	  disgust	  of	  “electronically	  enhanced	  music”	  that	  “meanders	  through	  abstruse	  but	  unappealing	  
sequences”	  and	  “deserves	  to	  never	  be	  heard	  again”	  demonstrates	  a	  bias	  in	  the	  jazz	  community	  of	  which	  he	  
himself	  is	  critical.	  He	  professes	  to	  “resent	  the	  stylistic	  barriers	  which	  a	  lot	  of	  followers	  erect	  in	  jazz”	  but	  clearly	  
does	  not	  embrace	  new	  stylistic	  and	  technological	  innovations	  that	  are	  a	  requirement	  for	  the	  progression	  of	  
the	  broader	  jazz	  style.	  Johnson	  is	  also	  critical	  of	  music	  composed	  to	  accompany	  mediums	  such	  as	  television.	  I	  
do	  not	  see	  any	  difference	  in	  music	  composed	  for	  a	  purpose	  such	  as	  television,	  and	  comparing	  it	  to	  music	  
composed	  specifically	  for	  music	  theatre	  in	  the	  1920s,	  1930s,	  and	  1940s.	  Both	  mediums	  are	  designed	  for	  
entertainment.	  Quality	  music	  can	  fit	  within	  these	  constraints.	  I	  have	  included	  a	  jingle	  written	  for	  television	  in	  
the	  AJRB,	  because	  it	  includes	  musical	  attributes	  that	  Johnson	  longs	  for,	  such	  as	  melodic	  architecture,	  and	  it	  
being	  a	  ‘straight	  ahead’	  improvisatory	  vehicle.	  
It	  has	  been	  identified	  by	  several	  composers	  to	  be	  represented	  in	  the	  AJRB	  that	  particular	  compositions	  were	  
composed	  as	  a	  vehicle	  for	  improvising,	  for	  a	  television	  nature	  documentary,	  or	  even	  for	  advertising.	  Johnson	  
also	  suggests	  the	  inclusion	  of	  compositions	  by	  The	  Benders,	  Onaje,	  and	  John	  Sangster.	  I	  do	  agree	  with	  his	  
opinion	  that	  these	  composers	  do	  have	  many	  excellent	  compositions	  worthy	  of	  inclusion	  in	  the	  AJRB.	  Although	  
these	  opinions	  were	  expressed	  23	  years	  ago,	  I	  do	  think	  that	  a	  lot	  of	  these	  issues	  remain	  current.	  I	  would	  
suggest	  that	  a	  tune	  such	  as	  the	  ‘Bakers	  Delight	  Theme’	  would	  be	  an	  ideal	  inclusion	  in	  the	  AJRB.	  It	  is	  a	  fine	  
melody,	  catchy,	  dexterous,	  and	  follows	  the	  ‘Rhythm	  Changes’	  form,	  common	  to	  many	  jazz	  compositions	  and	  
an	  essential	  form	  musicians	  must	  know.	  The	  fact	  that	  it	  was	  composed	  for	  a	  television	  advertisement	  and	  
therefore	  for	  consumption	  by	  popular	  culture	  is	  inconsequential,	  however,	  I	  believe	  Johnson	  and	  other	  jazz	  
purists	  would	  disagree	  with	  this	  view	  and	  its	  possible	  inclusion	  in	  the	  AJRB.	  
Johnson	  states:	  
I	  am	  also	  becoming	  more	  exercised	  by	  the	  stylistic	  problem.	  More	  than	  most	  people	  I	  know,	  I	  resent	  
the	  stylistic	  barriers,	  which	  a	  lot	  of	  followers	  erect	  in	  jazz.	  But	  even	  from	  that	  position,	  I	  cannot	  help	  
but	  feel	  that	  some	  of	  the	  songs	  we	  are	  looking	  at,	  however	  attractive	  they	  are	  as	  examples	  of	  their	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idiom,	  could	  scarcely	  occupy	  the	  same	  book,	  or	  at	  least	  the	  same	  section	  of	  a	  book.	  In	  that	  last	  phrase,	  
I	  am	  foreshadowing	  an	  idea	  which	  seems	  more	  and	  more	  to	  suggest	  itself	  –	  that	  of	  dividing	  the	  book	  
into	  at	  least	  two	  volumes	  or	  sections	  according	  to	  stylistic	  considerations,	  I	  know	  this	  would	  raise	  new	  
problems,	  but	  they	  might	  be	  more	  easy	  to	  deal	  with	  than	  the	  ones	  which	  would	  be	  solved.	  
Johnson	  suggests	  that	  the	  diversity	  of	  compositional	  style	  amongst	  Australian	  jazz	  composers	  is	  too	  great,	  and	  
recommends	  that	  different	  styles	  of	  the	  book	  be	  represented	  in	  different	  volumes.	  This	  contradicts	  the	  
findings	  from	  the	  AJRB	  survey,	  in	  which	  respondents	  overwhelmingly	  said	  that	  they	  would	  like	  a	  diversity	  of	  
styles	  within	  the	  book.	  Jazz	  music	  can	  be	  very	  difficult	  to	  classify,	  and	  one	  ensemble	  can	  play	  music	  in	  different	  
jazz	  styles	  from	  in	  a	  wide	  range	  of	  composition	  dates.	  	  
To	  be	  segregationist	  about	  jazz	  styles,	  dates	  composed	  or	  even	  complexity	  of	  music	  goes	  against	  what	  many	  
black	  American	  jazz	  musicians	  fought	  against	  for	  decades.	  In	  my	  opinion	  separating	  the	  ‘traditional’	  jazz	  tunes	  
to	  the	  ‘modern’	  ones	  is	  akin	  to	  separating	  white	  from	  black	  audiences	  in	  the	  same	  concert.	  Whilst	  there	  are	  
Real	  Books	  available	  that	  feature	  a	  particular	  style,	  they	  are	  usually	  confined	  to	  a	  particular	  timeframe	  such	  as	  
The	  Dixieland	  Real	  Book	  (Rawlins,	  2011).	  Real	  Books	  have	  consistently	  demonstrated	  a	  capacity	  for	  diversity	  in	  
styles,	  techniques,	  compositional	  dates,	  and	  contrasting	  melodic	  and	  harmonic	  elements	  to	  coexist	  not	  only	  in	  
the	  same	  book,	  but	  next	  to	  each	  other	  as	  they	  are	  ordered	  alphabetically.	  	  
Conclusion	  
Real	  Books	  have	  a	  history	  of	  backyard	  creation	  by	  enterprising	  creative	  musicians	  who	  illegally	  copied	  them.	  
Real	  Books	  can	  be	  both	  advantageous	  as	  well	  as	  detrimental	  to	  a	  musician’s	  development,	  however,	  many	  
musicians	  own	  several	  Real	  Books	  and	  they	  are	  used	  regularly.	  There	  is	  a	  battling	  ideology	  between	  neo-­‐
conservatives	  such	  as	  Marsalis	  and	  Crouch,	  and	  jazz	  historians	  and	  commentators	  such	  as	  Nicholson,	  Baker,	  
Zolin,	  Johnson	  and	  Shand.	  Multiculturalism	  is	  a	  dominant	  influence	  on	  Australian	  jazz,	  with	  many	  practitioners	  
being	  of	  non-­‐Anglo	  backgrounds	  and	  many	  musicians	  touring	  overseas,	  while	  an	  increased	  awareness	  of	  
cultures	  neighbouring	  Australia	  have	  all	  resulted	  in	  different	  cultural	  collaborations.	  
Efforts	  of	  the	  NSW	  Jazz	  Development	  Office	  to	  assemble	  an	  AJRB	  in	  the	  mid	  1980s	  were	  not	  successful	  for	  
several	  reasons;	  possibly	  including	  a	  lack	  of	  funding,	  the	  editorial	  process,	  an	  over	  representation	  of	  a	  
particular	  geographic	  population,	  and	  disagreements	  between	  its	  creators.	  However,	  it	  has	  provided	  an	  insight	  
that	  has	  informed	  the	  development	  of	  the	  AJRB	  presently.	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Chapter	  3.	  Methodology	  
There	  is	  no	  text	  available	  that	  provides	  a	  guide	  as	  to	  how	  to	  develop	  a	  Real	  Book.	  Different	  processes	  are	  
tackled	  by	  different	  means	  for	  different	  Real	  Books.	  Editorial	  boards	  are	  used	  in	  conjunction	  with	  community	  
consultation,	  and	  other	  Real	  Books	  are	  produced	  as	  largely	  solo	  efforts	  by	  individuals.	  A	  large	  number	  of	  
factors	  have	  to	  be	  balanced,	  and	  the	  intended	  outcome	  is	  dependent	  on	  the	  needs	  of	  the	  people	  using	  the	  
resource.	  All	  the	  Real	  Books	  have	  been	  created	  within	  a	  community,	  and	  while	  the	  original	  creators	  of	  The	  
Real	  Book	  at	  Berklee	  in	  the	  1970s	  have	  not	  documented	  their	  processes	  (they	  have	  maintained	  anonymity	  
presumably	  due	  to	  legal	  reasons)	  they	  were	  situated	  in	  a	  particularly	  fertile	  tertiary	  jazz	  education	  context,	  
and	  their	  motivation	  was	  to	  create	  a	  Real	  Book	  that	  would	  suit	  the	  community	  at	  that	  time.	  The	  NSW	  Jazz	  
Development	  Office	  attempted	  to	  create	  an	  AJRB	  in	  the	  1980s,	  and	  some	  of	  their	  processes	  are	  discussed	  in	  
the	  earlier	  chapter	  (p.	  32).	  The	  full	  title	  of	  Sher’s	  New	  Real	  Book	  Volume	  1	  has	  the	  subtitle	  ‘created	  by	  
musicians	  for	  musicians’.	  This	  is	  in	  a	  way	  an	  instructional	  guide	  for	  how	  this	  highly	  successful	  book	  was	  created.	  
It	  suggests	  an	  equal	  level	  between	  producer	  and	  consumer,	  and	  also	  suggests	  a	  level	  participation	  and	  
collaboration	  between	  both	  parties.	  It	  equates	  to	  a	  community	  based	  participatory	  research	  approach	  of	  a	  
collaboration	  of	  research	  partners	  who	  are	  fully	  committed	  to	  a	  partnership	  of	  equal	  importance,	  and	  
producing	  outcomes	  usable	  to	  the	  community.	  The	  foreword	  of	  Real	  Book	  Volume	  1	  encouraging	  language	  is	  
used:	  “The	  Real	  Book	  is	  designed	  above	  all	  for	  practical	  use,	  and	  every	  effort	  has	  been	  made	  to	  make	  it	  
enjoyable	  to	  use.	  The	  Real	  Book	  has	  been	  painstakingly	  created	  because	  the	  editors	  care	  about	  music	  and	  
want	  it	  to	  be	  well	  played	  and	  fun	  to	  play	  by	  you,	  the	  musician.	  ‘Enjoy!’”	  (p.	  i).	  
In	  this	  context,	  as	  researcher	  I	  have	  endeavoured	  to	  produce	  an	  insider-­‐led	  work-­‐based	  research	  project.	  In	  
this	  study	  I	  have	  employed	  a	  mixed	  method	  approach	  incorporating	  the	  ideas	  of	  Creswell	  (2009)	  and	  Salkind	  
(2009),	  	  the	  interviewing	  approach	  of	  Minichiello,	  Aroni	  and	  Hays	  (2008),	  survey	  research	  methods	  and	  
quantitative	  analysis	  by	  Nesbary	  (2000),	  and	  insider-­‐led	  work-­‐based	  research	  by	  Costley,	  Elliott	  and	  Gibbs	  
(2010),	  Denscombe	  (2010),	  Kayrooz	  and	  Trevitt	  (2005)	  and	  O’Leary	  (2005).	  I	  have	  selected	  a	  mixed	  method	  
approach	  as	  there	  are	  specific	  areas	  of	  this	  research	  that	  require	  a	  specialised	  approach	  to	  each	  aspect	  of	  the	  
problem.	  Qualitative	  and	  quantitative	  research	  methods	  are	  used	  to	  complement	  and	  contrast	  each	  other	  to	  
provide	  a	  robust	  research	  framework.	  According	  to	  Denscombe	  (2010):	  “Researchers	  can	  improve	  their	  
confidence	  in	  the	  accuracy	  of	  findings	  through	  the	  use	  of	  different	  methods	  to	  investigate	  the	  same	  subject”	  
(p.	  139).	  Creswell	  (2009)	  echoes	  this	  view:	  “There	  is	  more	  insight	  to	  be	  gained	  from	  the	  combination	  of	  both	  
qualitative	  and	  quantitative	  research	  than	  either	  form	  by	  itself”	  (p.	  203).	  
I	  elected	  to	  conduct	  quantitative	  research	  methods	  first,	  and	  use	  the	  results	  to	  inform	  the	  qualitative	  
research.	  No	  research	  mechanism	  is	  weighted	  more	  than	  the	  other	  and	  results	  and	  findings	  from	  both	  
approaches	  are	  used	  to	  inform	  the	  development	  of	  the	  AJRB.	  The	  research	  was	  conducted	  in	  this	  way,	  as	  the	  
quantitative	  data	  results	  needed	  further	  exploration,	  discussion	  and	  interpretation	  in	  the	  semi-­‐structured	  
interviews.	  Whilst	  similar	  questions	  were	  asked	  in	  both	  quantitative	  and	  qualitative	  methods,	  the	  key	  
informants	  were	  able	  to	  expand	  on	  particular	  ideas,	  discuss	  related	  issues,	  and	  explore	  areas	  of	  the	  research	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which	  I	  had	  not	  originally	  proposed.	  In	  this	  structure,	  the	  opinions	  of	  the	  Australian	  jazz	  community	  as	  to	  the	  
composition	  of	  the	  AJRB	  are	  effectively	  refined	  by	  key	  informants.	  Qualitative	  elements	  are	  also	  included	  in	  
the	  quantitative	  research,	  a	  mixing	  and	  integration	  that	  Creswell	  describes	  as	  “the	  primary	  aim	  to	  collect	  one	  
form	  of	  data	  and	  have	  the	  other	  form	  of	  data	  provide	  supportive	  information”	  (Creswell,	  2009,	  p.	  208).	  
Insider-­‐led	  work-­‐based	  research	  project	  
As	  this	  research	  is	  situated	  in	  the	  Australian	  jazz	  community,	  it	  is	  appropriate	  to	  use	  insider-­‐led	  work-­‐based	  
research	  approach.	  As	  the	  AJRB	  will	  be	  used	  by	  the	  Australian	  jazz	  community,	  it	  was	  important	  to	  work	  
closely	  with	  it	  to	  create	  a	  resource	  based	  on	  its	  needs	  and	  requirements	  that	  will	  be	  appropriate	  in	  
educational	  and	  practical	  contexts.	  It	  was	  very	  important	  to	  gauge	  the	  opinions	  and	  receive	  the	  ideas	  from	  a	  
large	  number	  of	  people	  in	  the	  Australian	  jazz	  community,	  as	  this	  research	  was	  situated	  in	  a	  localised	  
community,	  and	  the	  outcome	  is	  likely	  to	  be	  used	  by	  it.	  According	  to	  Costley,	  Elliott	  and	  Gibbs	  (2010)	  “Insider-­‐
led,	  work-­‐based	  projects	  are	  approached	  from	  the	  perspective	  of	  bringing	  about	  contributions	  to	  practice	  that	  
are	  informed	  by	  underpinning	  knowledge”	  (p.	  6).	  
Costley,	  Elliott	  and	  Gibbs	  (2010)	  identify	  that	  work-­‐based	  projects	  require	  certain	  attributes	  of	  the	  researcher:	  
A	  most	  important	  aspect	  of	  work-­‐based	  research	  is	  the	  researcher’s	  situatedness	  and	  context.	  Within	  
this,	  the	  unique	  perspective	  of	  the	  researcher	  inevitably	  makes	  a	  difference	  to	  the	  research.	  When	  
researchers	  are	  insiders,	  they	  draw	  upon	  the	  shared	  understandings	  and	  trust	  of	  their	  immediate	  and	  
more	  removed	  colleagues	  with	  whom	  normal	  social	  interactions	  of	  working	  communities	  have	  been	  
developed.	  (p.	  1)	  
As	  an	  insider,	  I	  am	  in	  a	  unique	  position	  to	  study	  this	  particular	  issue	  in	  depth	  with	  the	  special	  knowledge	  I	  have	  
of	  this	  issue.	  I	  have	  easy	  access	  to	  people	  and	  information	  that	  can	  further	  enhance	  that	  knowledge.	  I	  am	  in	  a	  
prime	  position	  to	  investigate	  and	  make	  changes	  to	  the	  practice	  situation.	  The	  features	  of	  the	  work-­‐based	  
approach	  that	  directly	  relate	  to	  this	  study	  are:	  
A	  social	  process	  undertaken	  with	  colleagues;	  imbued	  with	  an	  integral	  development	  dimension;	  able	  to	  
identify	  and	  explore	  socio-­‐political	  and	  historical	  factors	  affecting	  practice;	  and	  designed	  to	  give	  a	  say	  
to	  all	  participants.	  (p.	  3)	  
In	  engaging	  with	  my	  community	  of	  practice,	  there	  is	  a	  need	  as	  an	  insider	  researcher	  to	  have	  a	  particular	  
sensitivity	  consulting	  colleagues	  about	  the	  research	  and	  informing	  people	  what	  I	  am	  doing.	  Costley,	  Elliott	  and	  
Gibbs	  define	  the	  relationship	  between	  the	  insider-­‐led	  work-­‐based	  researcher	  and	  the	  community	  in	  which	  the	  
study	  takes	  place:	  
Where	  you	  undertake	  your	  work-­‐based	  project	  may	  also	  be	  your	  critical	  community,	  that	  is,	  the	  place	  
where	  you	  get	  and	  give	  feedback	  about	  your	  ideas	  and	  your	  work.	  Your	  professionalism	  and	  respect	  
for	  colleagues	  will	  sustain	  you	  in	  your	  practice	  community.	  (Costley,	  Elliott	  &	  Gibbs,	  2010,	  p.	  5)	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Although	  my	  insights	  as	  an	  insider	  are	  valuable	  because	  of	  the	  depth	  of	  knowledge,	  I	  have	  to	  demonstrate	  that	  
I	  am	  critical	  of	  my	  own	  work	  and	  understand	  a	  range	  of	  perspectives.	  This	  has	  occurred	  in	  informal	  
conversations	  with	  key	  informants,	  and	  colleagues	  who	  are	  represented	  in	  the	  AJRB.	  	  
According	  to	  the	  ideals	  of	  participatory	  research,	  the	  primary	  beneficiaries	  of	  research	  should	  be	  the	  
participants	  because	  they	  have	  played	  a	  significant	  role	  in	  ‘doing’	  the	  research	  as	  well	  as	  providing	  the	  data	  for	  
it.	  In	  this	  form	  of	  research,	  the	  research	  act	  should	  facilitate	  the	  participant’s	  sense	  of	  empowerment,	  both	  
through	  the	  process	  of	  being	  engaged	  and	  through	  the	  knowledge	  of	  the	  outcome.	  This	  means	  that	  the	  aim,	  
form,	  and	  content	  of	  the	  research	  are	  defined	  in	  terms	  of	  the	  participants’	  interest	  and	  understanding	  of	  the	  
topic	  being	  studied	  and	  the	  fact	  that	  they	  have	  some	  authority	  over	  how	  the	  research	  is	  conducted:	  “If	  
anything,	  the	  academic	  researcher	  acts	  as	  a	  facilitator	  or	  just	  another	  member	  of	  the	  research	  team”	  
(Minichiello,	  Aroni	  &	  Hayes,	  2008,	  p.	  7).	  
In	  defining	  how	  the	  community	  relates	  and	  contributes	  to	  the	  research,	  Minkler	  and	  Wallerstein	  (2011)	  write:	  
Community-­‐based	  participatory	  research	  (CBPR)	  is	  a	  collaborative	  approach	  to	  research	  that	  equitably	  
involves	  all	  partners	  in	  the	  research	  process	  and	  recognises	  the	  unique	  strengths	  that	  each	  brings.	  
CBPR	  begins	  with	  a	  research	  topic	  of	  importance	  to	  the	  community,	  has	  the	  aim	  of	  combining	  
knowledge	  with	  action	  and	  achieving	  social	  change	  to	  improve	  outcomes.	  (p.	  45)	  
It	  is	  interesting	  to	  note	  that	  Minkler	  and	  Wallerstein	  do	  not	  define	  Community,	  which	  leaves	  it	  to	  being	  self-­‐
defined.	  Using	  Minkler	  and	  Wallerstein’s	  definition,	  the	  Australian	  jazz	  community	  could	  be	  a	  community	  if	  
members	  view	  it	  as	  such,	  even	  though	  certain	  key	  informants	  refute	  the	  notion	  of	  an	  Australian	  jazz	  
community.	  	  
CBPR	  encourages	  collaboration	  of	  “formally	  trained	  research”	  partners	  from	  any	  area	  of	  expertise,	  
provided	  that	  the	  researcher	  provide	  expertise	  that	  is	  seen	  as	  useful	  to	  the	  investigation	  by	  the	  
community,	  and	  be	  fully	  committed	  to	  a	  partnership	  of	  equals	  and	  producing	  outcomes	  usable	  to	  the	  
community.	  (Minkler	  &	  Wallerstein,	  2008,	  p.	  2)	  	  
I	  committed	  myself	  to	  producing	  outcomes	  usable	  to	  the	  Australian	  jazz	  community,	  demonstrated	  by	  the	  way	  
in	  which	  research	  was	  conducted.	  I	  received	  feedback	  from	  the	  Australian	  jazz	  community	  in	  the	  survey	  and	  
key	  informant	  interviews	  that	  as	  a	  researcher	  my	  efforts	  were	  seen	  as	  valued	  and	  useful	  to	  the	  community.	  
Community	  based	  participatory	  research	  has	  been	  conducted	  through	  the	  survey.	  I	  planned	  to	  involve	  as	  
many	  members	  of	  the	  Australian	  jazz	  community	  as	  I	  could	  to	  provide	  me	  with	  their	  views	  on	  the	  constitution	  
of	  an	  AJRB.	  The	  survey	  was	  designed	  as	  a	  consistent,	  convenient,	  cost-­‐effective	  mechanism	  giving	  respondents	  
from	  the	  Australian	  jazz	  community	  an	  opportunity	  to	  have	  a	  say	  on	  how	  they	  would	  like	  an	  AJRB	  to	  be	  
constituted;	  and	  also	  to	  open	  a	  dialogue	  between	  researcher	  and	  community.	  
As	  the	  AJRB	  will	  be	  ultimately	  used	  by	  the	  Australian	  jazz	  community,	  it	  is	  essential	  that	  it	  is	  involved	  in	  the	  
making	  of	  it.	  As	  stated	  earlier,	  the	  full	  title	  of	  Sher’s	  New	  Real	  Book	  Volume	  1	  has	  the	  subtitle	  “created	  by	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musicians	  for	  musicians.”	  This	  is	  in	  a	  way	  an	  instructional	  guide	  for	  how	  this	  highly	  successful	  book	  was	  
created;	  it	  suggests	  an	  equal	  level	  between	  producer	  and	  consumer,	  and	  also	  suggests	  a	  level	  participation	  
and	  collaboration	  between	  both	  parties.	  It	  equates	  to	  the	  CBPR	  approach	  of	  a	  “collaboration	  of	  research	  
partners	  who	  are	  fully	  committed	  to	  a	  partnership	  of	  equal	  and	  producing	  outcomes	  usable	  to	  the	  community”	  
(Minkler	  &	  Wallerstein,	  2008,	  p.	  3).	  I	  am	  acting	  as	  a	  facilitator	  in	  this	  research	  process;	  gathering	  a	  large	  
number	  of	  opinions	  and	  submissions	  and	  organising	  these	  into	  a	  draft	  AJRB.	  	  
Survey	  
It	  was	  important	  to	  gauge	  opinions	  and	  receive	  ideas	  from	  a	  large	  number	  of	  people	  in	  the	  Australian	  jazz	  
community,	  as	  this	  research	  is	  situated	  in	  a	  localised	  community,	  and	  the	  outcome	  is	  likely	  to	  be	  used	  by	  the	  
Australian	  jazz	  community.	  In	  seeking	  to	  document	  and	  describe	  the	  Australian	  jazz	  sound,	  different	  people	  
have	  different	  ideas	  as	  to	  what	  is	  important,	  relevant,	  and	  useful	  and	  also	  what	  is	  not.	  Constructing	  a	  survey	  
was	  the	  most	  efficient,	  organised	  and	  accessible	  way	  that	  a	  large	  number	  of	  people	  could	  contribute	  their	  
thoughts	  towards	  this	  project.	  The	  survey	  provided	  a	  set	  of	  broad	  quantitative	  results	  that	  could	  be	  discussed,	  
compared	  and	  contrasted	  with	  the	  qualitative	  nature	  of	  interviews.	  	  
I	  constructed	  the	  survey	  in	  accordance	  with	  Nesbary	  (2004):	  
For	  a	  survey	  to	  be	  valid,	  it	  must	  gather,	  as	  precisely	  as	  possible,	  the	  information	  the	  researcher	  wants;	  
include	  questions	  that	  mean	  the	  same	  thing	  to	  all	  respondents;	  constitute	  a	  questionnaire	  or	  
interview	  schedule	  that	  is	  pleasing	  enough	  to	  the	  respondents	  that	  they	  are	  willing	  to	  spend	  the	  time	  
to	  complete	  it;	  and	  be	  sufficiently	  engaging	  that	  they	  will	  not	  give	  superficial	  or	  misleading	  responses.	  
(p.	  11)	  
The	  most	  effective	  way	  of	  organising	  the	  opinions	  of	  a	  large	  number	  of	  geographically	  diverse	  people	  was	  to	  
create	  a	  survey	  and	  invite	  the	  Australian	  jazz	  community	  to	  participate.	  After	  sending	  around	  400	  email	  
invitations,	  a	  selection	  of	  200	  responses	  was	  chosen	  from	  professional	  and	  practising	  musicians,	  educators	  
and	  students.	  It	  was	  important	  that	  research	  was	  undertaken	  in	  this	  way	  with	  the	  Australian	  jazz	  community,	  
which	  is	  geographically	  diverse	  and	  to	  an	  extent	  has	  evolved	  independent	  pockets	  of	  activity.	  It	  is	  important	  to	  
involve	  everyone	  from	  these	  isolated	  pockets	  as	  their	  reality,	  knowledge	  and	  experience	  of	  Australian	  jazz	  will	  
be	  different	  from	  people	  in	  other	  areas.	  	  
I	  chose	  to	  use	  predominantly	  electronic	  communication	  via	  email,	  survey	  and	  YouTube	  videos	  to	  reach	  the	  
Australian	  jazz	  community.	  It	  was	  the	  most	  efficient	  way	  of	  organising	  the	  responses	  from	  a	  large	  number	  of	  
geographically	  diverse	  people.	  A	  criticism	  of	  this	  method	  could	  be	  that	  it	  excludes	  the	  section	  of	  society	  that	  
does	  not	  have	  access	  to	  these	  forms	  of	  digital	  communication.	  Where	  this	  has	  been	  the	  case,	  I	  provided	  
alternative	  response	  mechanisms	  such	  as	  informal	  telephone	  interviews	  so	  that	  these	  people’s	  opinions	  are	  
represented.	  According	  to	  Fowler	  (2002):	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People	  who	  are	  particularly	  interested	  in	  the	  research	  problem	  tend	  to	  be	  most	  likely	  to	  respond.	  In	  
this	  context,	  if	  one	  is	  collecting	  data	  from	  a	  population	  that	  is	  highly	  literate	  and	  that,	  on	  average,	  is	  
likely	  to	  be	  highly	  interested	  in	  the	  research,	  procedures	  such	  as	  email	  become	  more	  attractive.	  (p.	  72)	  
The	  survey	  was	  structured	  in	  several	  sections,	  and	  included	  a	  range	  of	  open	  and	  closed	  questions.	  Sections	  
included	  the	  respondent	  providing	  minimal	  background	  information	  (name,	  email,	  involvement);	  then	  closed	  
questions	  relating	  to	  the	  composition,	  structure,	  artists	  represented,	  size,	  arrangement	  and	  configuration	  of	  
how	  they	  would	  like	  the	  AJRB	  to	  be	  constructed.	  According	  to	  Nesbary	  (2004)	  “closed-­‐ended	  questions	  are	  
designed	  to	  elicit	  uniform	  and	  concise	  responses”	  (p.	  23).	  Specific	  questions	  on	  how	  an	  AJRB	  should	  be	  
constructed	  were	  asked,	  including	  the	  date	  of	  compositions,	  styles	  that	  should	  be	  included,	  a	  range	  of	  
compositional	  difficulties,	  how	  many	  tunes	  should	  be	  included,	  how	  it	  should	  be	  presented,	  and	  which	  
composers	  and	  which	  tunes	  should	  be	  included.	  In	  addition,	  open-­‐ended	  questions	  were	  asked	  (refer	  to	  
Appendix	  1	  questions	  9,	  25,	  36)	  that	  required	  the	  respondent	  to	  think	  about	  the	  notion	  of	  Australian	  jazz,	  and	  
whether	  it	  has	  unique	  attributes.	  	  	  
The	  information	  sought	  in	  conducting	  the	  survey	  was	  intended	  to	  gain	  a	  concise	  direction	  that	  the	  Australian	  
jazz	  community	  desired	  in	  creating	  an	  AJRB,	  as	  well	  as	  providing	  the	  opportunity	  for	  respondents	  to	  give	  a	  
richer	  qualitative	  response	  on	  the	  notion	  of	  Australian	  jazz.	  Primarily	  it	  was	  designed	  as	  a	  consistent,	  
convenient,	  cost-­‐effective	  mechanism	  give	  the	  respondents	  opportunity	  to	  have	  a	  say	  on	  how	  they	  would	  like	  
an	  AJRB	  constituted.	  As	  well	  as	  geographic	  information,	  involvement	  in	  jazz,	  and	  age,	  there	  were	  many	  
questions	  asked	  about	  the	  features	  that	  respondents	  would	  like	  to	  see	  in	  an	  AJRB.	  Sections	  of	  the	  survey	  
include	  demographics;	  composition	  of	  AJRB	  (what	  artists,	  tunes,	  size,	  styles,	  and	  age	  of	  compositions	  
included);	  usage	  (range	  of	  difficulties,	  should	  it	  have	  compositions	  appropriate	  for	  assessment	  at	  
secondary/tertiary	  level,	  backing	  tracks,	  added	  resources	  including	  solo	  transcriptions	  and	  performance	  
notes);	  delivery	  (should	  the	  AJRB	  have	  Bb	  and	  Eb	  editions,	  print	  or	  digital	  or	  both,	  subscription,	  
spiral/hardcover);	  and	  personal	  viewpoints.	  
The	  questions	  were	  designed	  so	  that	  they	  could	  be	  easily	  understood	  and	  not	  misinterpreted,	  by	  using	  
explanatory	  notes	  under	  the	  question,	  highlighting,	  capitalizing	  and	  emphasizing	  important	  words.	  Wherever	  
possible	  I	  tried	  to	  be	  specific	  about	  what	  I	  was	  asking	  in	  the	  questions	  by	  providing	  yes/no	  answers,	  as	  well	  as	  
‘tick	  the	  box’	  response	  mechanism	  for	  answers	  that	  required	  the	  respondent	  to	  select	  more	  than	  one	  item.	  
Respondents	  are	  much	  more	  likely	  to	  tick	  a	  box	  than	  manually	  type	  in	  responses,	  so	  I	  tried	  to	  make	  it	  as	  easy	  
as	  possible.	  	  
There	  was	  opportunity	  for	  respondents	  to	  contribute	  their	  ideas	  and	  suggestions	  in	  a	  more	  open	  ended	  way.	  
Questions	  such	  as	  35:	  Do	  you	  think	  Australian	  jazz	  has	  features	  that	  make	  it	  unique?	  and	  36	  Please	  list	  any	  
ideas	  or	  further	  suggestions	  that	  you	  have	  that	  you	  would	  like	  to	  see	  in	  the	  AJRB	  provided	  the	  opportunity	  for	  
respondents	  to	  contribute	  ideas.	  This	  provided	  a	  qualitative	  perspective	  to	  what	  is	  essentially	  a	  quantitative	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instrument.	  Whilst	  these	  particular	  questions	  do	  not	  provide	  a	  pie	  chart	  or	  bar	  chart	  to	  easily	  interpret,	  they	  
provide	  a	  greater	  understanding	  of	  opinion	  and	  perspective	  from	  respondents.	  	  
According	  to	  Nesbary	  (2000):	  “Open-­‐ended	  questions	  require	  the	  researcher	  to	  code	  answers	  before	  they	  may	  
be	  interpreted”	  (p.	  22).	  An	  example	  of	  this	  coding	  is	  evident	  in	  question	  35:	  Do	  you	  think	  Australian	  jazz	  has	  
features	  that	  make	  it	  unique?	  Whilst	  this	  question	  can	  be	  answered	  with	  yes/no,	  it	  does	  invite	  the	  respondent	  
to	  provide	  “the	  possibility	  of	  rich	  contextual	  information	  being	  collected	  in	  a	  manner	  not	  possible	  via	  closed-­‐
ended	  questions”	  (p.	  23).	  This	  question	  was	  structured	  to	  invite	  the	  respondent	  to	  compare	  Australian	  jazz	  
musicians	  with	  others	  from	  around	  the	  world,	  as	  well	  as	  thinking	  about	  concert	  experiences	  and/or	  their	  
CD/record	  collection	  to	  identify	  unique	  approaches.	  This	  question	  elicited	  many	  interesting	  and	  varied	  
responses,	  which	  will	  be	  discussed	  later. 
In	  question	  number	  9:	  What	  artists	  would	  you	  like	  to	  see	  represented	  in	  the	  AJRB?	  there	  was	  a	  great	  number	  
of	  suggestions	  from	  a	  diverse	  range	  of	  people.	  Whilst	  there	  were	  many	  composers	  identified,	  there	  were	  not	  
many	  particular	  compositions	  identified.	  This	  could	  be	  due	  to	  the	  general	  lack	  of	  awareness	  of	  particular	  tunes	  
due	  to	  the	  lack	  of	  an	  AJRB,	  or	  respondents	  not	  willing	  to	  go	  through	  their	  music	  collection	  to	  identify	  particular	  
tunes.	  This	  was	  true	  of	  some	  respondents,	  but	  not	  all.	  These	  responses	  were	  collated	  and	  used	  to	  formulate	  a	  
kind	  of	  ‘importance-­‐ometer’	  of	  which	  Australian	  jazz	  artists	  should	  be	  included	  in	  the	  AJRB.	  
As	  an	  insider-­‐researcher	  I	  invited	  members	  of	  the	  Australian	  jazz	  community	  to	  complete	  the	  survey.	  There	  
was	  not	  a	  need	  to	  explain	  concepts,	  terms	  and	  questions	  due	  to	  the	  fact	  that	  most	  respondents	  understood	  
these	  key	  terms.	  The	  questions	  appeared	  to	  be	  self-­‐evident,	  as	  the	  survey	  respondents	  did	  not	  indicate	  that	  
they	  did	  not	  understand	  a	  question	  or	  its	  relevance.	  According	  to	  Nesbary	  (2000):	  “Researchers	  sometimes	  are	  
too	  close	  to	  an	  issue	  to	  determine	  objectively	  whether	  a	  particular	  question	  is	  clear	  or	  not”	  (p.	  23).	  With	  this	  in	  
mind	  I	  tested	  the	  survey	  with	  colleagues	  before	  opening	  the	  website	  publicly	  to	  the	  Australian	  jazz	  
community.	  Several	  changes	  to	  a	  number	  of	  questions	  were	  made	  to	  improve	  clarity	  and	  minimise	  ambiguity.	  
Where	  possible	  I	  tried	  to	  contact	  via	  telephone	  elderly	  and	  retired	  Australian	  jazz	  artists	  that	  have	  been	  
mentioned	  in	  the	  survey,	  to	  gauge	  their	  opinions	  on	  the	  creation	  of	  an	  AJRB	  and	  how	  it	  should	  be	  constituted.	  
As	  some	  of	  the	  important	  Australian	  jazz	  musicians	  (actively	  composing	  pre-­‐1950)	  identified	  in	  the	  survey	  
were	  not	  able	  to	  access	  the	  survey	  due	  to	  health	  reasons,	  I	  endeavoured	  to	  include	  their	  views	  on	  the	  AJRB	  by	  
telephone.	  	  
It	  would	  be	  easier	  as	  a	  researcher	  to	  ignore	  Australian	  jazz	  music	  pre-­‐1950	  as	  it	  has	  largely	  been	  
undocumented,	  many	  scores	  have	  not	  survived,	  most	  recordings	  are	  commercially	  unavailable	  and	  the	  
establishment	  of	  registered	  archival	  facilities	  has	  only	  been	  a	  recent	  occurrence	  for	  Australian	  jazz	  music.	  
Indeed,	  some	  survey	  respondents	  identified	  that	  they	  would	  prefer	  the	  AJRB	  not	  to	  contain	  music	  composed	  
pre-­‐1950.	  I	  am	  largely	  relying	  on	  anecdotal	  evidence	  by	  artists	  and	  band	  members	  who	  have	  direct	  contact	  
with	  the	  music	  and	  musicians	  of	  that	  time	  to	  supply	  advice	  as	  to	  what	  compositions	  should	  be	  represented	  in	  
the	  AJRB.	  This	  is	  an	  important	  element	  in	  providing	  community	  based	  participatory	  research	  in	  this	  study.	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Quantitative	  analysis	  of	  Real	  Books	  
Quantitative	  analysis	  has	  been	  undertaken	  in	  the	  Real	  Book	  analysis.	  Information	  sought	  from	  this	  research	  
was	  to	  gain	  an	  understanding	  of	  the	  composition	  of	  the	  most	  commonly	  used	  Real	  Book	  resources,	  and	  
provide	  insight	  towards	  constructing	  an	  AJRB	  to	  be	  consistent	  with	  these	  resources.	  The	  Real	  Book	  analysis	  
provided	  a	  detailed	  description	  of	  the	  composition	  date	  spread	  amongst	  six	  of	  the	  most	  commonly	  used	  Real	  
Books.	  The	  graphs	  show	  that	  there	  is	  a	  range	  of	  compositions	  from	  1918	  to	  2006.	  	  
‘Dates	  of	  composition’	  refers	  to	  the	  date	  of	  copyright	  that	  appears	  on	  the	  music.	  As	  this	  date	  is	  likely	  to	  be	  
close	  to	  the	  date	  of	  composition,	  it	  has	  been	  regarded	  as	  the	  date	  of	  composition.	  It	  is	  impossible	  to	  know	  if	  
there	  is	  a	  substantial	  difference	  between	  the	  actual	  date	  of	  composition	  and	  the	  year	  of	  copyright.	  The	  Hal	  
Leonard	  Real	  Book	  (HLRB)	  series	  Volume	  1,	  2	  and	  3	  are	  legalised	  versions	  of	  illegal	  originals.	  The	  illegal	  original	  
versions	  included	  compositions	  up	  to	  the	  1980s.	  All	  tunes	  represented	  in	  the	  charts	  after	  1980	  are	  additions	  to	  
the	  original	  books.	  In	  HLRB	  volume	  1	  there	  is	  a	  ‘spike’	  at	  2004.	  This	  is	  because	  the	  compositions	  copyrighted	  at	  
that	  time	  were	  for	  those	  that	  were	  previously	  out	  of	  copyright,	  traditional	  compositions	  in	  the	  public	  domain,	  
or	  have	  had	  the	  rights	  purchased	  by	  Hal	  Leonard	  for	  publication.	  This	  explains	  the	  spike	  for	  Volume	  2	  in	  1999	  
and	  the	  2006	  spike	  in	  volume	  3.	  This	  data	  was	  used	  to	  inform	  the	  structure	  of	  the	  AJRB,	  by	  demonstrating	  the	  
range	  of	  dates	  of	  composition.	  Balancing	  this	  data	  with	  the	  survey	  results,	  it	  is	  evident	  that	  there	  is	  less	  
awareness	  of	  early	  Australian	  jazz	  within	  the	  Australian	  jazz	  community,	  compared	  with	  the	  large	  
representation	  of	  1930s	  and	  1940s	  ‘standards’	  originating	  from	  North	  America.	  This	  provides	  an	  insight	  to	  the	  
differences	  in	  development	  between	  North	  American	  and	  Australian	  jazz.	  If	  an	  AJRB	  were	  to	  be	  produced	  in	  
strict	  accordance	  with	  the	  ‘Real	  Book	  Dates	  of	  Composition’	  analysis,	  the	  AJRB	  would	  look	  very	  different.	  	  
I	  examined	  each	  composition’s	  copyright	  date,	  tallied	  the	  number	  for	  each	  year	  and	  produced	  a	  graph	  
illustrating	  the	  range	  of	  composition	  dates	  (Figure	  33:	  Real	  Book	  Dates	  of	  Composition	  Comparison	  p.	  97).	  I	  
then	  collated	  these	  six	  real	  books	  data	  into	  one	  graph	  to	  demonstrate	  the	  range	  of	  composition	  dates	  that	  are	  
contained	  in	  commonly	  available	  Real	  Books.	  	  
Key	  informant	  interviews	  
The	  draft	  AJRB	  was	  used	  for	  comment	  and	  criticism	  by	  key	  informants	  in	  an	  interview	  format.	  Minichiello’s	  
(2008)	  in-­‐depth	  interviewing	  of	  key	  informants	  technique	  was	  adopted	  in	  which	  I	  conducted	  a	  face-­‐to-­‐face	  
interview	  with	  each	  of	  the	  AJRB	  key	  informants,	  ideally	  in	  their	  own	  home	  or	  a	  place	  where	  they	  felt	  
comfortable	  to	  talk.	  I	  recorded	  the	  interview	  on	  video	  camera	  which	  I	  later	  viewed	  for	  transcription.	  	  
Minichiello’s	  (2008)	  technique	  was	  used	  so	  that	  I	  could	  gain	  access	  to,	  and	  an	  understanding	  of	  activities	  and	  
events	  which	  cannot	  be	  observed	  directly	  by	  the	  researcher	  (p.	  66).	  These	  interviews	  were	  conducted	  with	  




They	  are	  usually	  treated	  as	  representing	  a	  specific	  group	  who	  are	  considered	  experts	  because	  of	  the	  
specialised	  knowledge	  that	  they	  have,	  which	  may	  be	  tied	  to	  workplace	  knowledge	  or	  personal	  
experiential	  knowledge.	  (Minichiello	  et	  al.,	  2008)	  
I	  selected	  the	  key	  informants	  carefully	  by	  assessing	  their	  qualifications,	  experience,	  albums	  released,	  
involvement	  in	  Australian	  and	  international	  jazz,	  and	  willingness	  to	  contribute	  their	  expertise	  towards	  
developing	  the	  AJRB.	  The	  key	  informants	  were	  uniquely	  placed	  to	  provide	  expert	  perspective	  from	  the	  areas	  
of	  performance,	  composition,	  tertiary	  education,	  secondary	  education,	  Australian	  jazz	  history,	  and	  overseas	  
professional	  experience.	  Where	  possible	  I	  conducted	  face-­‐to-­‐face	  interviews	  so	  that	  I	  was	  able	  to	  build	  
rapport.	  Where	  scheduling	  a	  face-­‐to-­‐face	  interview	  with	  these	  key	  informants	  was	  not	  possible,	  I	  conducted	  
recorded	  telephone	  interviews.	  There	  are	  several	  advantages	  and	  disadvantages	  with	  each	  of	  these	  processes:	  	  
The	  key	  concerns	  have	  been	  about	  the	  nature	  of	  rapport	  with	  faceless	  participants	  and	  this	  is	  cited	  as	  
the	  most	  difficult	  problem	  to	  overcome,	  yet	  in	  some	  studies	  the	  advantage	  has	  been	  precisely	  the	  
ability	  to	  remain	  anonymous.	  (Minichiello	  et	  al.,	  2008)	  
Minichiello	  further	  explains	  the	  dimension	  of	  this	  approach,	  which	  differs	  to	  quantitative	  analysis:	  “When	  
engaged	  in	  in-­‐depth	  interviewing,	  what	  we	  are	  actually	  interested	  in	  is	  people’s	  experience	  of	  social	  reality	  
through	  their	  own	  interpretations	  of	  it”	  (p.	  65).	  As	  the	  key	  informants’	  perspectives	  on	  the	  development	  of	  an	  
AJRB	  were	  largely	  undocumented,	  this	  was	  potentially	  the	  only	  way	  of	  obtaining	  information.	  Whilst	  in-­‐depth	  
interviewing	  can	  be	  conducted	  with	  a	  group	  of	  informants,	  I	  believed	  that	  this	  would	  be	  difficult	  to	  organise.	  
The	  group	  interview	  would	  need	  to	  be	  engaged	  in	  discussions	  in	  the	  same	  room	  for	  it	  to	  work	  and	  being	  able	  
to	  analyse	  the	  dynamics	  of	  group	  interaction	  and	  to	  interpret	  the	  discussion	  by	  the	  members	  of	  the	  group	  
would	  be	  essential.	  Using	  a	  group	  discussion	  format	  to	  develop	  a	  Real	  Book	  is	  a	  valid	  research	  approach,	  and	  
employed	  in	  geographically	  localised	  regions	  such	  as	  the	  NL	  Real	  Book.	  However,	  with	  Australia	  being	  so	  
geographically	  diverse,	  it	  would	  be	  difficult	  to	  achieve	  the	  development	  of	  an	  AJRB	  using	  this	  approach.	  
Minichiello	  explains	  the	  advantages	  of	  individual	  interviews	  as	  distinct	  from	  group	  interviews:	  
One	  disadvantage	  about	  this	  method	  is	  that	  informants	  in	  a	  group	  interview	  will	  tend	  to	  provide	  views	  
that	  can	  only	  be	  publicly	  stated.	  If	  they	  were	  interviewed	  separately,	  there	  would	  be	  greater	  chance	  of	  
hearing	  more	  private	  interpretations	  of	  their	  reality.	  (Minichiello	  et	  al.,	  2008)	  
According	  to	  Minichiello,	  another	  instance	  in	  which	  it	  is	  appropriate	  to	  choose	  in-­‐depth	  interviewing	  is	  when	  
the	  “type	  of	  research	  depends	  on	  understanding	  a	  broad	  range	  of	  people	  or	  settings	  in	  a	  short	  time”	  
(Minichiello	  et	  al.,	  2008,	  p.	  69).	  
Critical	  review	  on	  the	  draft	  AJRB	  was	  taken	  to	  obtain	  recommendations	  for	  improvement.	  There	  was	  
discussion	  on	  the	  notion	  of	  an	  Australian	  jazz	  sound	  with	  these	  key	  informants	  to	  provide	  further	  insight.	  
Quantitative	  data	  (survey	  and	  Real	  Book	  analysis)	  and	  qualitative	  data	  (interviews)	  are	  complementary	  in	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formulating	  recommendations	  for	  the	  AJRB	  and	  the	  notion	  of	  an	  Australian	  jazz	  sound.	  These	  findings	  are	  
used	  to	  formulate	  conclusions	  and	  recommendations	  for	  further	  improvements	  to	  the	  AJRB.	  
Fourteen	  possible	  key	  informants	  were	  identified,	  but	  some	  were	  unable	  or	  unavailable.	  Many	  of	  the	  key	  
informants	  were	  difficult	  to	  schedule	  an	  interview	  time,	  and	  were	  frequently	  overseas	  or	  interstate	  touring	  
and/or	  recording.	  I	  completed	  six	  interviews	  over	  a	  broad	  cross	  section	  of	  performers,	  teachers,	  and	  
historians.	  
I	  chose	  to	  use	  Minichiello’s	  semi-­‐structured	  in-­‐depth	  interviewing	  technique	  as	  I	  was	  able	  to:	  
1. Gain	  access	  to,	  and	  understanding	  of,	  activities	  and	  events	  which	  cannot	  be	  observed	  directly	  by	  the	  
researcher.	  	  
2. Gain	  an	  understanding	  of	  the	  significant	  experiences	  of	  the	  key	  informant’s	  life.	  	  
3. Gain	  access	  to	  groups	  of	  people	  in	  order	  to	  provide	  both	  a	  deep	  and	  broad	  view	  of	  situations,	  people	  
or	  settings	  (Minichiello	  et	  al.,	  2008,	  p.	  57).	  
4. Gain	  significant	  qualitative	  data	  to	  complement	  and	  possibly	  contrast	  the	  quantitative	  data	  I	  have	  
already	  gathered	  through	  the	  survey.	  
	  
After	  the	  transcription	  of	  interviews	  and	  summaries	  were	  made,	  this	  data	  was	  compared	  to	  the	  data	  from	  the	  
survey.	  An	  analysis	  of	  the	  critical	  reviews	  by	  key	  informants	  was	  used	  to	  develop	  emerging	  themes.	  A	  balance	  
of	  qualitative	  data	  from	  interviews	  of	  critical	  reviewers	  and	  quantitative	  data	  from	  the	  survey	  was	  used	  to	  
make	  a	  series	  of	  refinements	  and	  recommendations	  for	  the	  AJRB.	  	  
	  
I	  chose	  to	  use	  key	  informant	  interviews	  to	  provide	  further	  understanding	  of	  the	  themes	  resulting	  from	  the	  
quantitative	  data	  research.	  Using	  Kayrooz	  and	  Trevitt’s	  (2006)	  key	  informant	  interview	  technique	  is	  
appropriate	  to	  use	  with	  the	  selected	  interviewees;	  as	  an	  insider	  researcher	  I	  can	  build	  upon	  shared	  knowledge	  
and	  values,	  and	  develop	  rapport.	  I	  found	  that	  flexibility	  within	  the	  interview	  was	  needed,	  with	  key	  informants	  
frequently	  exploring	  open-­‐ended	  topics.	  This	  proved	  to	  be	  useful	  in	  developing	  a	  thorough	  and	  rich	  
understanding	  of	  each	  key	  informant’s	  views.	  
Kayrooz	  and	  Trevitt	  (2006)	  identify	  advantages	  of	  key	  informant	  interviews:	  	  
• Can	  develop	  relationship	  and	  rapport	  with	  key	  informant	  
• Can	  capitalise	  on	  flexibility	  provided	  by	  interviews	  
• Interviewer	  can	  adapt	  and	  adjust	  procedure	  in	  response	  to	  changing	  circumstances	  as	  interview	  
progresses	  
• Interviewer	  can	  exercise	  some	  control	  over	  order	  
• Allows	  open-­‐ended	  exploration	  of	  topics,	  and	  opportunity	  to	  unearth	  new	  or	  unplanned	  details	  to	  
consider	  
• People	  would	  rather	  participate	  in	  an	  interview	  than	  a	  questionnaire	  or	  survey	  
• Allows	  researcher	  to	  enter	  into	  the	  real	  world	  experience	  of	  the	  interviewee	  
• Immediate	  interaction	  can	  pursue	  leads	  or	  seek	  immediate	  clarification	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• Advice	  and	  feedback	  from	  key	  informants	  increases	  credibility	  of	  research	  project	  
• Key	  informants	  could	  provide	  a	  pipeline	  to	  groups	  or	  individuals	  pivotal	  to	  the	  success	  of	  project	  (p.	  
190)	  
	  
There	  are	  several	  disadvantages	  of	  key	  informant	  interviews,	  some	  of	  which	  were	  experienced,	  and	  include:	  
• Highly	  susceptible	  to	  interruptions	  and	  other	  interference	  including	  inappropriate	  venues,	  	  
• Limited	  duration	  of	  the	  interview,	  and	  mood	  of	  the	  interviewee	  
• Labour	  intensive	  and	  time	  consuming,	  travelling	  involved	  
• Consistency	  across	  a	  range	  of	  interviews	  (p.	  190)	  
	  
I	  used	  the	  key	  informant’s	  expertise	  to	  consider	  the	  value	  of	  the	  AJRB.	  These	  critical	  reviewers	  have	  been	  
selected	  to	  represent	  a	  wide	  cross-­‐section	  of	  the	  Australian	  jazz	  community.	  They	  have	  been	  identified	  as	  
leaders	  in	  the	  fields	  of	  education,	  performance,	  curriculum	  development,	  Australian	  jazz	  history,	  and	  also	  
taking	  Australian	  jazz	  abroad.	  These	  people	  are	  regarded	  as	  experts	  in	  their	  field	  and	  are	  widely	  regarded	  and	  
respected.	  They	  have	  ‘insider’	  knowledge	  of	  the	  history	  and	  development	  of	  Australian	  jazz.	  As	  part	  of	  the	  
process,	  I	  applied	  for	  and	  gained	  ethics	  approval	  to	  conduct	  these	  interviews.	  (Please	  refer	  to	  appendix	  for	  
details.)	  Key	  informants	  gave	  consent	  to	  be	  identified	  in	  this	  study.	  
	  
The	  style	  of	  interview	  was	  semi-­‐structured,	  with	  the	  intended	  interview	  questions	  listed	  below.	  My	  aim	  was	  to	  
allow	  the	  key	  informants	  time	  to	  expand	  or	  elaborate	  on	  any	  other	  relevant	  topics	  that	  could	  aid	  this	  study.	  I	  
also	  aimed	  to	  participate	  in	  conversation	  with	  critical	  reviewers	  to	  build	  rapport,	  and	  gain	  greater	  
understanding	  of	  their	  views	  and	  the	  basis	  for	  their	  opinions.	  In	  the	  situation	  that	  the	  critical	  reviewers	  were	  
overseas	  touring,	  a	  large	  distance	  away	  (Jamie	  Oehlers	  is	  in	  Perth),	  or	  schedules	  were	  impossible	  to	  co-­‐
ordinate,	  video	  conferencing	  such	  as	  Skype	  was	  used	  in	  place	  of	  face-­‐to-­‐face	  interviewing.	  Where	  video	  
conferencing	  was	  not	  available,	  a	  telephone	  interview	  was	  selected	  as	  the	  method.	  The	  following	  people	  were	  
identified	  as	  potential	  Key	  Informants,	  based	  on	  their	  history,	  involvement,	  contribution,	  and	  participation	  in	  
the	  Australian	  jazz	  scene.	  These	  people	  were	  approached	  to	  participate	  in	  the	  interviews.	  	  
• Bruce	  Johnson:	  Australian	  jazz	  historian	  and	  writer.	  Bruce	  was	  involved	  in	  the	  development	  of	  an	  AJRB	  
with	  the	  NSW	  jazz	  development	  office	  in	  1985.	  He	  could	  provide	  expertise	  in	  determining	  whether	  the	  
AJRB	  goes	  far	  enough	  to	  appropriately	  represent	  the	  history	  and	  development	  of	  jazz	  in	  Australia.	  
• Paul	  Grabowsky:	  prolific	  Australian	  jazz	  composer.	  He	  could	  provide	  expertise	  in	  defining	  an	  Australian	  
jazz	  sound.	  
• Jamie	  Oehlers:	  international	  saxophone	  award	  winner	  and	  Head	  of	  WAAPA	  music	  course.	  He	  could	  
provide	  expertise	  in	  assessing	  suitability	  of	  the	  AJRB	  in	  educational	  setting.	  
• James	  Morrison:	  internationally	  renowned	  multi-­‐instrumentalist	  and	  a	  very	  public	  representative	  of	  
Australian	  jazz.	  He	  has	  inspired	  many	  school	  age	  jazz	  musicians	  at	  Generations	  in	  Jazz	  festival.	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• Rob	  Burke:	  Head	  of	  Music	  at	  Monash	  University.	  He	  could	  provide	  expertise	  in	  assessing	  suitability	  of	  
the	  AJRB	  in	  an	  educational	  setting.	  
• Nick	  Haywood:	  previous	  Head	  of	  Bachelor	  of	  Australian	  Contemporary	  Music	  at	  NMIT,	  now	  Senior	  
Lecturer	  of	  Contemporary	  Music	  at	  the	  University	  of	  Tasmania.	  He	  could	  provide	  expertise	  in	  assessing	  
suitability	  of	  the	  AJRB	  in	  an	  educational	  setting.	  
• Mike	  Nock:	  experienced	  piano	  player	  who	  encompasses	  many	  jazz	  styles.	  Bell	  Awards	  Hall	  of	  Fame	  
recipient.	  He	  could	  provide	  expertise	  in	  defining	  the	  Australian	  jazz	  Sound.	  	  
• Barney	  McAll:	  expatriate	  Australian	  who	  could	  identify	  (if	  there	  are)	  differences	  in	  jazz	  emanating	  
from	  Australia,	  North	  America	  and	  Europe.	  Has	  toured	  extensively	  and	  has	  an	  awareness	  of	  regional	  
sounds.	  
• Judy	  Bailey:	  composer	  who	  works	  with	  developing	  and	  educating	  many	  young	  musicians.	  
• Sean	  Wayland:	  expatriate	  Australian	  musician	  who	  went	  some	  way	  to	  putting	  together	  a	  collection	  of	  
tunes	  from	  Sydney-­‐based	  composers.	  	  He	  has	  shown	  particular	  interest	  in	  the	  development	  of	  the	  
AJRB.	  
• Alan	  Browne:	  elder	  statesman	  of	  Australian	  jazz	  who	  has	  encountered	  a	  large	  repertoire	  over	  many	  
years.	  Bell	  Awards	  Hall	  of	  Fame	  recipient.	  
• Sandy	  Evans:	  experienced	  horn	  player	  and	  2003	  Bell	  Awards	  Australian	  Jazz	  Artist	  of	  the	  year.	  
Not	  all	  of	  these	  people	  were	  available	  to	  participate	  in	  the	  key	  informant	  interviews	  due	  to	  international	  
touring	  commitments	  and	  several	  other	  reasons.	  The	  key	  informants	  that	  were	  available	  represented	  a	  broad	  
cross	  section	  of	  involvement	  in	  Australian	  jazz.	  	  	  
	  
The	  key	  informants	  were	  interviewed	  (predominantly	  face-­‐to-­‐face,	  and	  telephone/email	  where	  not	  possible)	  
and	  were	  asked	  the	  following	  questions:	  
• What	  are	  your	  initial	  impressions	  of	  the	  AJRB?	  
• Please	  comment	  on	  the	  appropriateness	  of	  the	  AJRB	  for	  professional	  musicians,	  students	  and	  
practising	  musicians,	  educators,	  documenting	  the	  history	  and	  development	  of	  Australian	  jazz	  	  
• How	  would	  you	  use	  the	  AJRB?	  
• What	  would	  you	  change	  about	  the	  AJRB?	  Particular	  compositions	  included/not	  included,	  length	  /	  size,	  
more	  or	  less	  of	  a	  particular	  style	  /	  age	  /	  composer,	  format	  /	  electronic	  delivery	  options.	  
• What	  has	  been	  your	  experience	  in	  working	  with	  Real	  Books	  in	  educational	  and	  performance	  settings,	  
and	  have	  these	  aided/hindered	  developing	  musicians	  in	  developing	  their	  compositional	  abilities?	  
• Do	  you	  think	  that	  the	  AJRB	  will	  encourage	  more	  Australian	  musicians	  to:	  perform	  more	  Australian	  
music,	  compose	  more	  Australian	  music,	  learn	  more	  about	  Australian	  jazz	  artists	  and	  composers?	  
• Can	  you	  identify	  compositions	  that	  are	  distinctly	  Australian	  in	  the	  AJRB?	  If	  so	  what	  makes	  them	  so?	  
• Is	  there	  an	  identifiable	  Australian	  jazz	  sound?	  Do	  different	  regions	  make	  different	  sounding	  jazz?	  
• What	  makes	  Australian	  jazz	  unique,	  observable,	  identifiable	  or	  different	  from	  jazz	  produced	  elsewhere	  
in	  the	  world?	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In	  assessing	  the	  Australian	  jazz	  sound	  participants	  responded	  to	  questions	  about	  whether	  they	  had	  learned	  
more	  about	  Australian	  jazz	  composers	  and	  performers	  since	  working	  with	  the	  AJRB,	  and	  if	  they	  identified	  any	  
differences	  between	  Australian,	  American	  and	  European	  jazz.	  
	  
The	  responses	  were	  analysed	  by	  identifying	  common	  themes	  between	  key	  informant	  responses,	  examining	  
responses	  to	  identify	  potential	  biases,	  and	  investigating	  the	  responses	  as	  to	  whether	  they	  were	  reflected	  in	  
literature	  on	  Australian	  jazz.	  Suggestions	  from	  key	  informants	  as	  to	  tunes	  that	  were	  not	  included	  in	  the	  draft	  
AJRB	  were	  compared	  to	  the	  survey	  responses	  from	  the	  Australian	  jazz	  community,	  as	  well	  as	  other	  key	  
informants,	  to	  see	  if	  there	  were	  any	  correlations.	  Where	  a	  less	  well-­‐known	  artist	  was	  identified,	  and	  the	  artist	  
was	  not	  mentioned	  in	  the	  survey	  responses,	  key	  informants	  were	  asked	  why	  this	  artist	  should	  be	  included.	  In	  
these	  instances,	  key	  informants	  provided	  background	  knowledge	  gained	  from	  personal	  experience	  that	  was	  
not	  available	  elsewhere.	  These	  responses	  were	  valuable	  in	  making	  decisions	  as	  to	  what	  was	  overrepresented	  
and	  underrepresented	  in	  the	  draft	  AJRB.	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Assembling	  the	  draft	  AJRB	  
Overwhelmingly,	  composers	  accepted	  invitations	  to	  be	  included	  in	  the	  AJRB.	  Participants	  were	  more	  than	  
happy	  to	  submit	  their	  tunes	  for	  the	  AJRB	  with	  some	  sending	  up	  to	  20	  compositions.	  Only	  two	  out	  of	  the	  120	  
composers	  were	  reluctant	  to	  submit	  compositions.	  They	  identified	  reasons	  such	  as	  the	  royalty	  arrangements	  
and	  copyright	  agreements	  for	  the	  publication,	  which,	  at	  that	  stage	  had	  not	  been	  finalised	  and	  thus	  did	  not	  
want	  to	  submit	  compositions	  based	  on	  this	  unknown.	  Other	  reasons	  identified	  were	  some	  artists’	  
compositions	  were	  highly	  specific	  to	  their	  particular	  ensemble	  and	  individual	  musicians’	  personalities,	  and	  the	  
music	  could	  not	  be	  reduced	  to	  leadsheet	  format.	  This	  is	  true	  for	  highly	  improvised	  music	  and	  also	  third	  stream	  
(where	  jazz	  and	  classical	  music	  is	  fused).	  Horn	  arrangements	  and	  written	  rhythm	  figures	  have	  also	  been	  
included	  in	  the	  draft	  AJRB	  where	  relevant	  and	  possible.	  This	  is	  important	  for	  fusion	  compositions	  from	  such	  
bands	  as	  Logic	  and	  Crossfire,	  where	  bass	  lines	  and	  chord	  rhythms	  are	  highly	  specific	  and	  integral	  to	  the	  
performance	  of	  the	  tune.	  
	  
After	  the	  survey	  was	  completed,	  I	  began	  the	  process	  of	  collecting	  compositions	  by	  Australian	  jazz	  composers.	  
This	  was	  done	  by	  email,	  telephone	  and	  direct	  contact.	  Composers	  were	  asked	  to	  submit	  compositions	  
electronically,	  preferably	  via	  email	  and	  in	  the	  Sibelius	  format	  (.sib).	  If	  that	  was	  not	  available,	  composers	  
submitted	  their	  tunes	  as	  Adobe	  Acrobat	  (.pdf),	  Finale	  (.mus),	  scanned	  handwritten	  charts	  (.jpg)	  and	  also	  as	  
midi	  files	  (.mid).	  In	  addition,	  I	  sent	  letter	  invitations	  and	  made	  numerous	  telephone	  calls.	  As	  it	  would	  be	  
difficult	  to	  know	  everyone	  in	  the	  Australian	  jazz	  community,	  I	  was	  aided	  with	  an	  email	  newsletter	  story	  sent	  to	  
subscribers	  of	  ABC	  Jazz,	  and	  the	  Sydney	  Jazzgroove	  association	  who	  sent	  out	  a	  one	  paragraph	  news	  story	  to	  
their	  email	  newsletter	  subscribers.	  This	  helped	  to	  publicise	  the	  research	  on	  the	  AJRB.	  It	  is	  difficult	  to	  quantify	  
the	  extent	  of	  word	  of	  mouth	  about	  the	  AJRB	  amongst	  the	  Australian	  jazz	  community,	  but	  anecdotally	  I	  believe	  
that	  musicians	  talked	  amongst	  themselves	  and	  also	  encouraged	  each	  other	  to	  submit	  compositions.	  I	  know	  
this	  because	  I	  received	  submissions	  from	  composers	  who	  were	  not	  on	  my	  email	  list	  and	  also	  by	  those	  I	  did	  not	  
know.	  
	  
There	  were	  some	  compositions	  that	  were	  not	  written	  down,	  and	  needed	  to	  be	  transcribed.	  Where	  this	  was	  
the	  case	  every	  effort	  was	  made	  to	  ensure	  its	  accuracy.	  Living	  composers	  were	  sent	  printed	  copies	  of	  the	  
transcriptions	  so	  that	  they	  could	  check	  for	  accuracy.	  In	  the	  instance	  that	  the	  composer	  was	  not	  available	  to	  
check	  accuracy,	  these	  transcriptions	  were	  sent	  to	  other	  members	  of	  the	  band	  or	  close	  collaborators	  to	  that	  
particular	  artist.	  Musicians	  who	  specialised	  in	  transcribing	  music	  also	  independently	  checked	  these	  
transcriptions.	  
	  
It	  was	  important	  to	  conclude	  the	  submission	  of	  compositions,	  as	  if	  I	  kept	  on	  calling	  for	  submissions	  and	  
inviting	  people	  to	  do	  so,	  the	  number	  of	  submissions	  would	  have	  been	  unworkable.	  I	  estimate	  that	  I	  received	  
approximately	  500-­‐600	  compositions,	  and	  this	  was	  developed	  into	  an	  AJRB	  draft	  containing	  336	  tunes	  of	  450	  
pages.	  What	  is	  important	  about	  this	  process	  is	  that	  there	  is	  scope	  for	  an	  AJRB	  Volume	  2	  that	  contains	  tunes	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that	  were	  not	  selected	  in	  volume	  1,	  by	  people	  who	  missed	  the	  composition	  submission	  cutoff	  date,	  who	  have	  
been	  convinced	  of	  the	  AJRB’s	  merits,	  and	  also	  representing	  tunes	  that	  have	  been	  re-­‐discovered	  out	  of	  the	  
Victorian	  Jazz	  Archive	  or	  NFSA	  AJA.	  	  
	  
I	  received	  a	  large	  number	  of	  compositions	  over	  the	  space	  of	  about	  six	  months,	  and	  proceeded	  to	  process	  
them.	  I	  asked	  for	  submissions	  to	  be	  made	  (in	  addition	  to	  the	  Sibelius	  files)	  electronically	  via	  email,	  as	  this	  was	  
the	  easiest,	  fastest,	  least	  expensive,	  and	  easily	  searchable.	  I	  also	  asked	  that	  an	  mp3	  of	  the	  tune	  be	  included	  so	  
that	  I	  could	  compare	  the	  written	  music	  with	  the	  audio	  to	  make	  sure	  that	  the	  notation	  was	  accurate.	  I	  received	  
many	  photocopied	  handwritten	  scores	  via	  post	  that	  were	  in	  varying	  degrees	  of	  illegibility.	  Many	  hours	  were	  
spent	  deciphering	  these	  handwritten	  scores.	  Optical	  Character	  Recognition	  (OCR)	  currently	  works	  well	  for	  
words,	  but	  unfortunately	  OCR	  in	  music	  scanning	  and	  analysing	  programs	  is	  poor,	  even	  at	  recognizing	  music	  
notation	  that	  has	  been	  digitally	  produced.	  Handwritten	  music	  was	  too	  time	  consuming	  to	  use	  OCR	  with,	  so	  I	  
entered	  everything	  manually.	  I	  estimate	  that	  each	  page	  of	  music	  took	  between	  one	  to	  two	  hours	  to	  produce	  in	  
total,	  after	  multiple	  edits	  and	  the	  proofreading	  process.	  Some	  compositions	  were	  four	  or	  more	  pages	  long	  
with	  a	  lot	  of	  density,	  whilst	  others	  were	  relatively	  simple	  and	  straightforward	  to	  create	  charts.	  	  	  
	  
In	  the	  invitations	  for	  submissions	  I	  asked	  for	  tunes	  to	  be	  submitted	  in	  Sibelius	  format	  (.sib)	  as	  a	  preference.	  
Sibelius	  is	  a	  popular	  computer-­‐based	  music	  notation	  that	  is	  one	  of	  the	  leading	  music	  composition	  and	  notation	  
software	  programs	  and	  is	  commonly	  available.	  Sibelius	  is	  highly	  customisable,	  and	  the	  user	  is	  able	  to	  create	  
professional	  music	  notation.	  I	  chose	  to	  use	  Sibelius	  over	  other	  notation	  programs	  because	  of	  my	  extensive	  
previous	  experience	  with	  the	  program,	  the	  quality	  of	  music	  presented	  in	  publications	  I	  have	  already	  worked	  
on,	  the	  dominance	  in	  the	  marketplace,	  and	  the	  control	  over	  music	  notation	  I	  am	  able	  to	  dictate.	  I	  asked	  for	  
tunes	  to	  be	  submitted	  as	  Sibelius	  files	  as	  this	  would	  save	  me	  time	  as	  I	  would	  not	  have	  to	  input	  all	  the	  notes,	  
chords,	  and	  music	  related	  information	  on	  the	  chart.	  I	  created	  an	  AJRB	  ‘house	  style’	  (as	  discussed	  below)	  within	  
Sibelius,	  which	  essentially	  is	  a	  template	  with	  consistent	  formatting	  of	  fonts,	  objects,	  sizes,	  spacing,	  and	  overall	  
look	  of	  each	  chart.	  It	  is	  important	  that	  there	  is	  consistency	  of	  music	  notation	  within	  the	  AJRB,	  as	  it	  could	  be	  
confusing	  for	  the	  user	  to	  have	  contrasting	  symbols	  and	  other	  musical	  communication	  methods.	  Other	  
successful	  Real	  Books	  have	  consistent	  formatting	  and	  notational	  communication	  strategies,	  and	  because	  of	  
this	  are	  easy	  to	  understand.	  
	  
Wherever	  possible	  I	  adhered	  to	  formatting	  conventions	  of	  successful	  Real	  Books	  such	  as	  the	  Sher	  New	  Real	  
Book	  series	  (Sher,	  1998).	  This	  was	  identified	  as	  an	  appropriate	  approach	  from	  survey	  respondents.	  The	  Sher	  
New	  Real	  Book	  series	  are	  easy	  to	  read,	  clear,	  neat,	  accurate,	  usually	  4	  bars	  per	  line,	  and	  have	  consistent	  chord	  
naming	  conventions.	  They	  have	  been	  created	  so	  that	  they	  are	  enjoyable	  to	  use.	  Rehearsal	  marks	  and	  
instructions	  about	  what	  sections	  are	  to	  be	  played	  at	  what	  time	  are	  clear,	  in	  boxed	  text,	  and	  can	  be	  read	  and	  





This	  is	  also	  consistent	  with	  the	  Hal	  Leonard	  Real	  Book	  series.	  In	  the	  foreword	  of	  Vol.	  1	  it	  reads:	  
The	  Real	  Book	  is	  extremely	  accurate,	  neat,	  and	  is	  designed,	  above	  all,	  for	  practical	  use,	  and	  every	  effort	  
has	  been	  made	  to	  make	  it	  enjoyable	  to	  use.	  The	  Real	  Book	  was	  painstakingly	  created	  because	  the	  editors	  
care	  about	  music	  and	  want	  it	  to	  be	  well	  played	  and	  fun	  to	  play	  by	  you,	  the	  musician.	  Enjoy!	  (Hal	  Leonard,	  
2007,	  p.	  i)	  
• Standards	  and	  other	  short	  forms	  are	  on	  wide	  spaced,	  9	  stave	  paper	  
• All	  two	  page	  tunes	  open	  to	  face	  one	  another	  
• Form	  within	  each	  tune,	  in	  terms	  of	  both	  phrases	  and	  larger	  sections	  are	  clearly	  delineated	  and	  placed	  
in	  obvious	  visual	  arrangement	  
• Major	  jazz	  composers	  of	  the	  last	  30	  years	  are	  concentrated	  on,	  with	  special	  attention	  to	  the	  last	  
decade	  
• Many	  standards	  and	  Broadway	  show	  tunes	  which	  have	  become	  part	  of	  the	  jazz	  repertoire	  vis-­‐à-­‐vis	  Bill	  
Evans	  and	  others	  are	  included	  
• While	  some	  commonly	  played	  tunes	  are	  absent	  from	  the	  book,	  many	  of	  the	  classics	  are	  here,	  
including	  bop	  standards	  and	  a	  good	  helping	  of	  Duke	  Ellington	  masterpieces	  
• Special	  attention	  has	  been	  paid	  to	  the	  giants	  of	  the	  last	  15	  years	  or	  so	  –	  Miles,	  Coltrane,	  Wayne	  
Shorter,	  Mingus,	  and	  to	  the	  new	  wave	  of	  current	  writers	  –	  Carly	  Bley,	  Chick	  Corea,	  Mike	  Gibbs,	  Keith	  
Jarrett,	  Steve	  Kuhn,	  Steve	  Swallow	  
• Complete	  transcriptions	  of	  many	  current	  album	  cuts,	  some	  as	  yet	  released,	  complete	  with	  horn	  
arrangements	  and	  written	  rhythm	  figures,	  are	  included	  
This	  provides	  some	  insight	  to	  the	  original	  creator’s	  motivation	  in	  developing	  The	  Real	  Book.	  The	  fact	  that	  the	  
editors	  care	  about	  music	  and	  want	  it	  to	  be	  well	  played,	  fun,	  and	  enjoyable	  suggests	  their	  motivation	  was	  for	  
the	  benefit	  of	  their	  local	  music	  community.	  Formatting	  conventions	  identified	  here	  including	  two	  page	  tunes	  
at	  an	  opening,	  and	  forms	  clearly	  delineated	  were	  employed	  in	  the	  development	  of	  the	  AJRB.	  The	  selection	  of	  
tunes	  including	  major	  jazz	  composers	  of	  the	  last	  30	  years	  is	  consistent	  with	  the	  AJRB.	  ‘Special	  attention’	  is	  
given	  to	  representing	  new	  and	  developing	  artists,	  which	  was	  also	  identified	  by	  survey	  respondents	  and	  is	  
represented	  in	  the	  AJRB.	  Complete	  transcriptions	  including	  horn	  arrangements	  and	  rhythmic	  figures	  are	  
employed	  in	  the	  AJRB	  to	  be	  consistent	  with	  the	  Sher	  and	  Hal	  Leonard	  Real	  Book	  series.	  	  
	  
The	  foreword	  comments	  in	  the	  Sher	  and	  Hal	  Leonard	  Real	  Books	  could	  be	  viewed	  as	  a	  prescription	  on	  how	  to	  
develop	  the	  AJRB,	  as	  many	  respondents	  identified	  that	  they	  wanted	  a	  Real	  Book	  to	  be	  consistent	  in	  terms	  of	  
look,	  feel,	  content	  and	  usability	  compared	  with	  the	  Sher	  and	  Hal	  Leonard	  series.	  In	  comparing	  the	  Sher	  Real	  
Book	  series	  and	  the	  draft	  AJRB,	  it	  is	  entirely	  consistent	  in	  the	  draft	  AJRB	  that	  major	  jazz	  composers	  of	  the	  last	  




As	  identified	  in	  the	  survey	  responses	  and	  key	  informant	  interviews,	  it	  was	  important	  that	  music	  formatting	  
conventions	  used	  in	  the	  AJRB	  were	  consistent	  with	  other	  commonly	  available	  Real	  Books.	  Formatting	  
consistencies	  when	  comparing	  the	  AJRB	  to	  Sher	  NRB	  Vol.	  1-­‐3	  are:	  
• Chords	  fall	  on	  the	  beat	  over	  which	  they	  are	  placed	  
• Chords	  carry	  over	  to	  the	  next	  bar	  when	  no	  other	  chords	  or	  rests	  appear	  
• Multiple	  voices	  playing	  different	  rhythms	  are	  separated	  by	  having	  their	  stems	  lie	  in	  opposite	  directions	  
whenever	  possible	  
• An	  altered	  dominant	  chord	  is	  one	  in	  which	  neither	  the	  fifth	  nor	  the	  ninth	  appears	  unaltered.	  Thus	  it	  
contains	  b5	  and/or	  #5,	  and	  b9	  and/or	  #9	  
• Bass	  lines	  are	  always	  written	  to	  be	  read	  by	  a	  bass	  player	  or	  left	  hand	  of	  piano	  player	  
• The	  key	  signature	  holds	  even	  if	  there	  is	  a	  change	  of	  clef,	  and	  is	  not	  restated.	  
• Tenor	  sax	  and	  guitar	  lines	  are	  often	  written	  an	  octave	  higher	  than	  they	  sound	  and	  flute	  lines	  an	  octave	  
lower	  to	  put	  them	  in	  a	  more	  readable	  range	  
• All	  horn	  and	  harmony	  parts	  are	  written	  in	  concert	  key	  (not	  transposed)	  
• The	  Coda	  sign	  is	  to	  be	  taken	  only	  when	  ending	  the	  tune	  unless	  otherwise	  stated.	  Some	  tunes	  have	  
dual	  codas	  to	  make	  it	  possible	  to	  fit	  a	  complex	  tune	  on	  two	  pages	  	  
• When	  no	  solo	  form	  is	  specified,	  the	  whole	  tune	  is	  used	  for	  solos	  (except	  any	  coda)	  
• Chord	  symbols	  used	  in	  the	  draft	  AJRB	  follow	  with	  some	  exceptions	  the	  system	  outlined	  in	  ‘Standard	  
Chord	  Symbol	  Notation’	  by	  Carl	  Brandt	  and	  Clinton	  Roemer	  (1976)	  
• Use	  of	  a	  small	  “m”	  to	  indicate	  a	  minor	  chord	  e.g.	  Am7	  is	  A	  minor	  7th	  
• Uppercase	  “maj”	  to	  indicate	  a	  major	  7th	  chord	  e.g.	  Amaj7	  	  
I	  elected	  not	  to	  use	  some	  earlier	  Real	  Book	  conventions	  of	  using	  a	  dash	  e.g.	  C-­‐7	  to	  indicate	  C	  minor	  7th;	  and	  
also	  not	  to	  use	  a	  triangle	  e.g.	  	  C	  	  	  7	  to	  replace	  a	  major	  7.	  This	  has	  been	  an	  issue	  for	  some	  people	  that	  like	  to	  see	  
triangle	  and	  dashes	  as	  that	  is	  what	  they	  are	  comfortable	  with.	  These	  symbols	  are	  not	  widely	  taught	  and	  can	  be	  
confusing	  for	  students.	  There	  is	  no	  ambiguity	  in	  major	  and	  minor	  7th	  with	  how	  I	  have	  chosen	  to	  display	  these	  
chords.	  
I	  have	  chosen	  to	  use	  a	  circle	  to	  denote	  a	  full	  diminished	  chord	  e.g.,	  Co7	  and	  a	  circle	  with	  a	  strike	  through	  it	  to	  
denote	  a	  half	  diminished	  chord.	  This	  is	  a	  common	  convention,	  and	  also	  saves	  space	  in	  a	  dense	  chart	  as	  when	  
compared	  to	  ‘Cmin7b5’.	  
	  
I	  have	  selected	  the	  Inkpen	  font	  for	  Chord	  symbols,	  as	  this	  font	  was	  created	  to	  specifically	  mimic	  the	  clean	  
handwriting	  of	  the	  original	  Real	  Book	  produced	  at	  Berklee	  in	  the	  1970s.	  Most	  performers	  are	  very	  familiar	  
with	  this	  font	  as	  it	  is	  easy	  to	  read	  and	  is	  consistent	  with	  many	  other	  Real	  Books.	  
	  
Under	  the	  copyright	  symbol	  and	  date	  at	  the	  bottom	  of	  the	  page	  I	  have	  chosen	  to	  include	  the	  artist’s	  website	  
address	  as	  well	  as	  the	  ensemble/artist	  who	  recorded	  the	  particular	  composition	  and	  the	  album	  on	  which	  it	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appears.	  Hopefully	  this	  will	  spark	  additional	  interest	  from	  users	  of	  the	  AJRB	  to	  seek	  out	  further	  information,	  
buy	  recordings	  and	  attend	  gigs.	  
	  
File	  formatting	  conventions	  used	  in	  the	  creation	  of	  AJRB	  draft	  
Multiple	  files	  of	  each	  tune	  were	  created.	  The	  original	  submission	  file	  was	  kept	  intact	  if	  it	  was	  a	  Sibelius	  file;	  
and	  renamed	  with	  the	  correct	  title	  and	  ‘TN	  edit’	  placed	  at	  the	  end	  of	  the	  filename	  to	  denote	  that	  this	  file	  is	  the	  
working	  file.	  	  
(e.g.,	  Australian	  Jazz	  Real	  Book	  Composition	  TN	  edit.sib)	  
Scanned	  handwritten	  manuscripts,	  pdf,	  Sibelius	  and	  Finale	  files	  were	  kept	  intact.	  
When	  all	  of	  the	  notes	  were	  input	  in	  the	  working	  Sibelius	  file	  and	  the	  house	  style	  was	  created,	  a	  pdf	  of	  this	  file	  
was	  created.	  
(e.g.,	  Australian	  Jazz	  Real	  Book	  Composition	  TN	  edit.pdf)	  
From	  this	  pdf	  file	  a	  password	  protected	  watermark	  was	  applied	  over	  the	  whole	  page	  on	  a	  65	  degree	  angle	  and	  
a	  15%	  opacity	  appeared	  behind	  the	  page.	  The	  text	  is:	  	  




This	  file	  was	  renamed	  (eg.	  Australian	  Jazz	  Real	  Book	  Composition	  TN	  edit	  WM.pdf)	  
	  
Proofreading	  
After	  the	  draft	  AJRB	  was	  assembled	  and	  secured,	  this	  file	  was	  then	  safe	  to	  be	  sent	  via	  email	  for	  proofreading	  
by	  the	  composer.	  Printing	  was	  allowed	  in	  the	  watermarked	  pdf	  document	  for	  proofreading	  purposes,	  but	  
would	  be	  unusable	  as	  the	  amount	  of	  text,	  opacity	  and	  angle	  would	  make	  it	  impossible	  to	  read	  on	  stage.	  It	  does	  
allow	  proofreading	  to	  be	  happen.	  	  
Composers	  were	  then	  asked	  to	  check	  the	  document	  for	  any	  mistakes,	  wrong	  chords,	  notes	  or	  misleading	  
instructions.	  These	  comments	  were	  sent	  back	  by	  the	  composers,	  changes	  made	  and	  the	  printing	  and	  
watermark	  process	  started	  again.	  There	  are	  at	  least	  five	  files	  for	  every	  composition	  contained	  in	  the	  draft	  
AJRB.	  	  
This	  process	  of	  composition	  collection	  and	  music	  formatting	  resulted	  in	  a	  draft	  AJRB	  with	  a	  consistent	  format.	  
It	  was	  especially	  important	  that	  the	  AJRB	  draft	  be	  in	  this	  format	  as	  it	  would	  give	  the	  key	  informants	  I	  propose	  
to	  interview	  a	  strong	  idea	  of	  what	  the	  AJRB	  looks,	  feels	  and	  plays	  like.	  It	  is	  important	  that	  each	  tune	  be	  
presented	  the	  same	  way,	  and	  also	  that	  it	  is	  presented	  in	  the	  format	  that	  it	  will	  be	  potentially	  used	  in,	  so	  that	  
the	  key	  informants	  would	  be	  able	  to	  make	  a	  valuable	  critical	  assessment	  on	  the	  AJRB.	  	  
	  
Issues	  and	  problems	  arising	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In	  the	  proofreading	  process	  some	  difficulty	  was	  encountered	  as	  to	  how	  best	  display	  chord	  symbols.	  Some	  
musicians	  prefer	  to	  read	  symbols	  to	  indicate	  certain	  common	  chord	  extensions	  used	  in	  jazz	  such	  as	  triangles,	  
dashes,	  circles,	  circles	  with	  slashes,	  and	  plus	  signs.	  Some	  musicians	  prefer	  to	  use	  polychords	  or	  slash	  chords	  
rather	  than	  naming	  specific	  extensions.	  I	  tried	  to	  keep	  each	  chart’s	  formatting	  as	  consistent	  as	  possible.	  
Where	  relevant	  and	  appropriate,	  some	  tunes	  had	  chord/scale	  relationships	  named	  for	  instance:	  E	  Phrygian	  /	  B	  
pedal.	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4.0	  Data	  and	  Findings	  
This	  chapter	  presents	  the	  results	  from	  the	  web	  survey,	  including	  key	  informant	  interview	  responses,	  analysis	  
of	  draft	  AJRB	  compositions,	  and	  Real	  Book	  analysis.	  The	  Australian	  Jazz	  Real	  Book	  Web	  Survey	  is	  contained	  in	  
Appendix	  1.	  Detailed	  in	  this	  section	  are	  results	  and	  findings	  used	  to	  produce	  the	  Australian	  Jazz	  Real	  Book,	  






Web	  Survey	  	  
Section	  1:	  Demographics.	  This	  section	  details	  the	  demographic	  results	  of	  the	  survey,	  and	  profiles	  the	  
respondents’	  age,	  geographic	  location	  and	  involvement	  in	  the	  Australian	  jazz	  community.	  In	  addition	  to	  this	  
information,	  questions	  were	  asked	  of	  survey	  respondents’	  frequency	  of	  attending	  jazz	  gigs,	  as	  well	  as	  how	  
many	  Australian	  jazz	  recordings	  they	  own.	  	  
In	  response	  to	  the	  question	  of	  age,	  39%	  of	  respondents	  indicated	  they	  are	  in	  the	  band	  of	  30-­‐39	  years	  old.	  
Seventeen	  percent	  of	  respondents	  indicated	  they	  are	  in	  the	  band	  of	  20-­‐29	  years	  old.	  In	  combining	  several	  age	  
bands,	  41%	  of	  respondents	  were	  over	  the	  age	  of	  40.	  This	  result	  demonstrates	  the	  large	  range	  of	  ages	  of	  survey	  
respondents.	  
Figure	  1:	  Age	  of	  survey	  respondents	  
	  
under	  20	  	   	   4	   2%	  
20-­‐29	   	   	   31	   17%	  
30-­‐39	   	   	   72	   39%	  
40-­‐49	   	   	   38	   21%	  
50-­‐59	   	   	   21	   11%	  
60-­‐69	   	   	   11	   6%	  
over	  70	   	   	   5	   3%	  
I'd	  prefer	  not	  to	  say	   1	   1%	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On	  the	  geographic	  location	  of	  respondents,	  57%	  indicated	  they	  live	  in	  Victoria.	  The	  next	  largest	  number	  of	  
respondents	  live	  in	  NSW,	  at	  25%.	  The	  relative	  small	  number	  of	  respondents	  from	  other	  states	  and	  territories	  
could	  be	  representative	  of	  the	  lack	  of	  jazz	  activity	  in	  these	  areas,	  or	  could	  be	  a	  shortcoming	  in	  this	  survey’s	  
publicity	  in	  reaching	  these	  areas.	  With	  Victoria	  accounting	  for	  most	  of	  the	  respondents,	  I	  am	  aware	  that	  this	  
could	  affect	  the	  outcome	  of	  the	  AJRB	  in	  having	  a	  Victorian	  bias.	  Victorians	  have	  suggested	  more	  tunes	  by	  
Victorian	  composers.	  Similarly	  NSW	  respondents	  suggested	  more	  NSW	  composers.	  This	  could	  be	  because	  of	  a	  
lack	  of	  awareness	  of	  jazz	  created	  by	  interstate	  counterparts,	  or	  indicates	  a	  parochial	  perspective.	  In	  seeing	  the	  
attempts	  of	  the	  AJRB	  creation	  of	  the	  NSW	  jazz	  development	  office	  in	  the	  1980s,	  the	  proportion	  of	  tunes	  
predominantly	  came	  from	  NSW	  composers,	  with	  significantly	  less	  coming	  from	  other	  states,	  including	  Victoria.	  	  
	  
Figure	  2:	  Location	  of	  Survey	  Respondents	  
 
Victoria	   	   	   	   	   104	   57%	  
New	  South	  Wales	  	   	   	   45	   25%	  
Queensland	   	   	   	   6	   3%	  
South	  Australia	   	   	   	   2	   1%	  
West	  Australia	   	   	   	   5	   3%	  
Tasmania	   	   	   	   4	   2%	  
Northern	  Territory	   	   	   0	   0%	  
Australian	  Capital	  Territory	   	   3	   2%	  
I	  live	  overseas	   	   	   	   8	   4%	  
Other	   	   	   	   	   4	   2%	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In	  response	  to	  involvement	  in	  jazz,	  94%	  of	  respondents	  identified	  they	  are	  performers	  and	  66%	  performers	  
and	  teachers.	  It	  is	  likely	  that	  many	  jazz	  performers	  balance	  this	  activity	  with	  teaching.	  ‘Other’	  included	  agents,	  
venue	  owners,	  festival	  organisers	  and	  music	  publishers.	  
Figure	  3:	  Involvement	  in	  jazz	  of	  survey	  respondents	  
	  
Performer	   	   173	   94%	  
Teacher	   	   	   122	   66%	  
Active	  Listener	   	   107	   58%	  
Other	   	   	   46	   25%	  
People	  may	  select	  more	  than	  one	  checkbox,	  so	  percentages	  may	  add	  up	  to	  more	  than	  100%.	  
	  
On	  the	  frequency	  of	  attending	  live	  jazz,	  38%	  of	  respondents	  attended	  a	  live	  jazz	  gig	  about	  once	  a	  month.	  
However	  60%	  of	  respondents	  attended	  a	  live	  jazz	  gig	  at	  least	  once	  a	  fortnight.	  This	  represents	  a	  level	  of	  
engagement	  with	  the	  Australian	  jazz	  community.	  
Figure	  4:	  Jazz	  gig	  attendance	  of	  survey	  respondents 
 
 
Never	   	   	   	   2	   1%	  
about	  once	  a	  month	   	   68	   38%	  
about	  once	  a	  fortnight	   	   36	   20%	  
about	  once	  a	  week	   	   32	   18%	  
more	  than	  once	  a	  week	   	   43	   24%	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On	  the	  number	  of	  Australian	  jazz	  recordings	  owned,	  35%	  of	  respondents	  owned	  more	  than	  50	  Australian	  jazz	  
CDs,	  and	  34%	  had	  21-­‐50.	  This	  is	  quite	  a	  large	  number	  and	  indicates	  a	  strong	  support	  of	  peers	  within	  the	  
Australian	  jazz	  community	  in	  attending	  gigs	  and	  CD	  launches.	  	  




None	   	   	   0	   0%	  
1-­‐10	   	   	   18	   10%	  
11-­‐20	   	   	   40	   22%	  
21-­‐50	   	   	   61	   34%	  
more	  than	  50	   	   63	   35%	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Section	  2:	  Composition	  of	  AJRB.	  In	  this	  section,	  information	  was	  sought	  on	  how	  an	  AJRB	  could	  be	  constructed.	  
Questions	  were	  asked	  relating	  to	  the	  artists,	  tunes,	  size,	  styles,	  and	  age	  of	  compositions	  that	  should	  be	  
included.	  
On	  the	  number	  of	  Real	  Books	  owned,	  37%	  of	  respondents	  reported	  that	  they	  own	  more	  than	  three	  Real	  
Books.	  Thirty	  five	  percent	  of	  respondents	  own	  more	  than	  five	  Real	  Books.	  This	  result	  indicates	  that	  performing	  
musicians	  own	  a	  range	  of	  Real	  Books,	  and	  are	  widely	  used	  for	  performance.	  	  
Figure	  6:	  Number	  of	  Real	  Books	  owned	  survey	  respondents 
 
None	   	   	   17	   9%	  
1	   	   	   10	   5%	  
2	   	   	   20	   11%	  
3-­‐5	   	   	   67	   37%	  
5-­‐10	   	   	   33	   18%	  
more	  than	  10	   	   31	   17%	  
Other	   	   	   4	   2%	  
 
Ninety-­‐seven	  percent	  of	  respondents	  identified	  a	  need	  for	  an	  AJRB.	  
 
Figure	  7:	  The	  need	  for	  an	  AJRB 
	  
	  
Yes	   	   177	   97%	  
No	   	   6	   3%	  
	  




Figure	  8:	  Would	  survey	  respondents	  use	  an	  AJRB?	  
	  
Yes	   	   168	   93%	  
No	   	   12	   7%	  
	  
In	  response	  to	  the	  artists	  survey	  respondents	  would	  like	  to	  see	  represented	  in	  the	  AJRB,	  please	  see	  Figure	  32:	  
Times	  mentioned	  in	  AJRB	  web	  survey	  <2,	  (p.62)	  for	  responses	  to	  this	  question.	  This	  provides	  a	  detailed	  
description	  of	  artists.	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In	  response	  to	  the	  question	  on	  the	  number	  of	  tunes	  that	  should	  be	  represented	  in	  the	  AJRB,	  49%	  of	  
respondents	  indicated	  that	  they	  would	  like	  an	  AJRB	  to	  be	  similar	  in	  size	  and	  the	  number	  of	  compositions	  
found	  in	  other	  commonly	  available	  Real	  Books.	  In	  coming	  back	  to	  constructing	  this	  question	  I	  should	  have	  
made	  additional	  options	  available	  to	  respondents	  including	  250-­‐300	  and	  300-­‐400	  to	  be	  entirely	  consistent	  
with	  other	  Real	  Books.	  In	  comparing	  findings	  with	  the	  key	  informant	  interviews,	  it	  is	  interesting	  to	  note	  that	  
some	  suggested	  that	  the	  draft	  AJRB	  be	  broken	  into	  smaller	  numbers	  whereas	  others	  suggested	  that	  this	  would	  
dilute	  the	  usefulness	  of	  it.	  It	  would	  be	  extremely	  difficult	  to	  distil	  the	  number	  of	  composers	  identified	  for	  
inclusion	  in	  the	  AJRB	  in	  this	  survey	  and	  create	  an	  AJRB	  of	  100-­‐149	  compositions,	  as	  additional	  value	  judgments	  
would	  need	  to	  be	  sought	  to	  identify	  which	  tunes	  are	  ‘important’.	  	  
	  
Figure	  9:	  The	  number	  of	  tunes	  in	  the	  AJRB	  
	  
1-­‐49	   	   4	   2%	  
50-­‐99	   	   20	   11%	  
100-­‐149	  	   35	   19%	  
150-­‐199	  	   36	   19%	  
200-­‐250	  	   91	   49%	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Regarding	  whether	  the	  AJRB	  should	  include	  tunes	  composed	  before	  1950,	  77%	  of	  respondents	  identified	  that	  
they	  would	  like	  there	  to	  be.	  However	  a	  minority	  of	  23%	  did	  not	  want	  these	  ‘older’	  tunes	  included.	  This	  could	  
be	  a	  lack	  of	  awareness	  of	  jazz	  composed	  in	  Australia	  pre-­‐1950,	  or	  indicate	  a	  general	  lack	  of	  enthusiasm	  for	  
‘traditional’	  type	  jazz.	  As	  the	  age	  group	  most	  represented	  (30-­‐39	  years	  old	  at	  39%)	  was	  born	  in	  1971-­‐1980,	  jazz	  
composed	  pre-­‐1950	  is	  21-­‐30	  years	  before	  this	  age	  bracket’s	  birth,	  and	  possibly	  the	  music	  of	  their	  parents.	  This	  
could	  be	  a	  likely	  influence.	  
	  
Figure	  10:	  Inclusion	  in	  the	  AJRB	  of	  tunes	  composed	  before	  1950	  
	  
Yes	   	   140	   77%	  
No	   	   41	   23%	  
	  
In	  response	  to	  whether	  the	  AJRB	  should	  only	  contain	  tunes	  composed	  between	  1950-­‐1980,	  98%	  of	  
respondents	  indicated	  they	  do	  not	  want	  compositions	  limited	  to	  a	  particular	  timeframe.	  This	  reflects	  the	  
Australian	  attitude	  of	  ‘having	  a	  go’	  and	  ‘it’s	  all	  good’.	  Anecdotally	  I	  have	  heard	  some	  people	  in	  the	  Australian	  
jazz	  community	  refer	  to	  the	  period	  1950-­‐1980	  as	  ‘the	  golden	  period’	  of	  Australian	  jazz.	  I	  wanted	  to	  see	  if	  this	  
was	  reflected	  in	  the	  wider	  jazz	  community.	  
Figure	  11:	  Inclusion	  in	  the	  AJRB	  of	  tunes	  composed	  between	  1950-­‐1980 
	  
Yes,	  tunes	  between	  1950-­‐1980	  ONLY	   	   	   	   	   4	   2%	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In	  response	  to	  whether	  the	  AJRB	  should	  only	  contain	  tunes	  composed	  after	  1980,	  the	  result	  contrasted	  with	  
the	  previous	  question.	  In	  the	  former,	  98%	  of	  respondents	  said	  they	  did	  not	  want	  compositions	  limited	  to	  a	  
certain	  timeframe	  whereas	  22%	  said	  they	  only	  want	  tunes	  composed	  after	  1980.	  This	  is	  a	  curious	  result,	  given	  
the	  previous	  question.	  This	  would	  suggest	  some	  respondents	  do	  not	  listen,	  enjoy	  or	  respect	  music	  that	  was	  
made	  before	  ‘their’	  time.	  Some	  respondents	  stated	  that	  the	  only	  music	  worthy	  of	  inclusion	  in	  the	  AJRB	  is	  what	  
is	  happening	  at	  the	  moment.	  
Figure	  12:	  Inclusion	  in	  the	  AJRB	  of	  tunes	  composed	  after	  1980	  
	  
	  
Yes	   39	   22%	  
No	   140	   78%	  
	  
Eighty-­‐two	  percent	  of	  respondents	  would	  like	  to	  see	  an	  AJRB	  include	  compositions	  that	  are	  not	  commercially	  
available	  on	  CD.	  This	  shows	  a	  strong	  support	  for	  the	  inclusion	  of	  artists	  that	  are	  not	  active	  at	  the	  present	  time,	  
whose	  recorded	  music	  is	  only	  available	  on	  LPs,	  or	  out	  of	  print.	  
Figure	  13:	  Inclusion	  in	  the	  AJRB	  of	  tunes	  not	  commercially	  available	  
	  
Yes	   150	   82%	  
No	   33	   18%	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Eighty-­‐four	  percent	  of	  respondents	  stated	  that	  the	  AJRB	  should	  not	  exclusively	  focus	  on	  well-­‐known,	  
established	  players	  with	  multiple	  recordings	  released.	  This	  has	  been	  mostly	  represented	  in	  the	  draft	  AJRB,	  
however,	  there	  are	  some	  circumstances	  in	  which	  artists	  have	  made	  an	  impression	  on	  the	  Australian	  jazz	  
community	  without	  having	  multiple	  recordings	  released.	  This	  has	  been	  taken	  into	  account	  and	  these	  artists	  
have	  been	  represented.	  
Figure	  14:	  Exclusive	  representation	  of	  well-­‐known	  established	  composers	  in	  the	  AJRB 
	  
	  
Yes 29 16% 
No 153 84% 
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Ninety-­‐one	  percent	  of	  respondents	  suggest	  that	  the	  inclusion	  of	  lesser	  known	  and	  developing	  artists	  is	  
important	  in	  the	  AJRB.	  This	  suggests	  that	  the	  majority	  of	  respondents	  would	  like	  to	  see	  developing	  artists	  
represented	  in	  the	  AJRB.	  In	  drawing	  from	  the	  key	  informant	  interviews	  it	  is	  interesting	  to	  note	  that	  more	  
established	  players	  with	  multiple	  recordings	  released	  were	  very	  protective	  of	  who	  should	  be	  represented	  and	  
how	  many	  tunes	  they	  should	  have,	  quickly	  drawing	  the	  conclusion	  upon	  seeing	  the	  AJRB	  draft	  contents	  pages	  
that	  the	  more	  tunes	  a	  particular	  composer	  has,	  the	  more	  ‘important’	  they	  are.	  There	  were	  several	  criticisms	  
based	  on	  this	  that	  did	  not	  take	  into	  account	  the	  appropriateness	  of	  composition	  applicable	  to	  a	  Real	  Book	  
format,	  and	  the	  range	  of	  styles	  requested	  in	  question	  17.	  Less	  established	  composers	  tended	  to	  identify	  other	  
less	  known	  composers	  in	  their	  immediate	  circle	  in	  question	  9,	  as	  a	  support	  for	  their	  endeavours.	  From	  my	  
experience	  in	  the	  Australian	  jazz	  community,	  some	  identify	  an	  animosity	  towards	  the	  more	  ‘established’	  
artists,	  mainly	  because	  they	  are	  the	  those	  who	  seemingly	  are	  always	  represented	  at	  jazz	  festivals	  and	  jazz	  
venues.	  The	  9%	  of	  respondents	  that	  identified	  that	  they	  do	  not	  want	  compositions	  by	  less	  well-­‐known	  
composers	  would	  argue	  that	  an	  AJRB	  should	  only	  contain	  the	  ‘cream’	  of	  the	  Australian	  jazz	  scene.	  In	  the	  key	  
informant	  interviews	  some	  suggested	  that	  a	  smaller	  AJRB	  should	  be	  created,	  more	  selective,	  and	  only	  by	  
established	  artists.	  The	  problem	  with	  this	  idea	  is	  that	  the	  ‘Sydney’	  view	  of	  what	  should	  be	  included	  differs	  
greatly	  to	  the	  ‘Melbourne’	  view;	  further	  highlighting	  Australia’s	  geographic	  isolation.	  
Figure	  15:	  Representation	  of	  developing	  composers	  in	  the	  AJRB	  
	  
	  
Yes	   169	   91%	  
No	   16	   9%	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This	  chart	  illustrates	  that	  the	  majority	  of	  respondents	  are	  happy	  to	  have	  a	  range	  of	  different	  styles	  
represented	  in	  the	  AJRB.	  All	  styles	  scored	  above	  50%	  apart	  from	  soul	  on	  44%	  and	  ska/reggae	  on	  34%.	  Swing	  
scored	  94%	  and	  Bebop	  93%.	  
Figure	  16:	  Styles	  represented	  in	  the	  AJRB	  
	  
latin	  and	  bossa	  nova	   	   153	   87%	  
fusion	   	   	   	   132	   75%	  
traditional	   	   	   142	   81%	  
classical/third	  stream	   	   98	   56%	  
vocal	   	   	   	   132	   75%	  
soul	   	   	   	   83	   47%	  
bebop	   	   	   	   163	   93%	  
swing	   	   	   	   166	   94%	  
Standards	   	   	   140	   80%	  
Funk	   	   	   	   106	   60%	  
ska/reggae	   	   	   59	   34%	  
People	  may	  select	  more	  than	  one	  checkbox,	  so	  percentages	  may	  add	  up	  to	  more	  than	  100%.	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Eighty-­‐seven	  percent	  of	  respondents	  would	  like	  to	  have	  a	  range	  of	  difficulty	  in	  the	  compositions	  represented	  
in	  the	  AJRB.	  




Yes	   	   158	   87%	  
No	   	   24	   13%	  
	  
Following	  on	  from	  the	  previous	  question,	  84%	  of	  respondents	  would	  like	  tunes	  to	  have	  a	  variety	  of	  
complexities	  for	  different	  ability	  levels	  and	  situations	  represented	  in	  the	  AJRB.	  




easier	  tunes	  to	  play	  on	  the	  gig	  that	  you	  can	  sight-­‐read	   	   	   8	   5%	  
a	  variety	  of	  complexities	  for	  different	  ability	  levels	  and	  situations	   	   148	   84%	  
harder,	  complex	  and	  more	  difficult	  compositions.	   	   	   	   2	   1%	  
Other	   	   	   	   	   	   	   	   	   19	   11%	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Sixty-­‐nine	  percent	  of	  respondents	  do	  not	  want	  to	  have	  solo	  transcriptions	  included	  in	  the	  AJRB.	  This	  is	  
consistent	  with	  other	  commercially	  available	  Real	  Books,	  where	  solo	  transcriptions	  are	  not	  included.	  It	  is	  
possible	  that	  transcriptions	  could	  comprise	  content	  that	  could	  be	  posted	  online	  as	  an	  addition,	  in	  a	  similar	  way	  
to	  other	  resources	  such	  as	  recordings	  (question	  23),	  backing	  tracks	  (question	  25)	  and	  Bb	  and	  Eb	  editions	  
(question	  27). 
Figure	  19:	  Solo	  transcriptions	  contained	  in	  the	  AJRB	  
	  
	  
Yes	   	   57	   31%	  
No	   	   126	   69%	  
	  
Eighty-­‐two	  percent	  of	  respondents	  would	  like	  additional	  support	  material	  including	  drum	  patterns,	  basslines,	  
keyboard,	  background	  figures	  or	  horn	  parts	  where	  these	  parts	  are	  integral	  to	  the	  composition.	  The	  inclusion	  of	  
this	  material	  will	  make	  it	  much	  more	  useful	  in	  educational	  settings,	  where	  ensembles	  can	  have	  specific	  
performance	  instructions	  for	  their	  given	  instrument.	  	  
Figure	  20:	  Additional	  support	  material	  contained	  in	  the	  AJRB	  
	  
	  
Yes	   	   147	   82%	  
No	   	   33	   18%	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Section	  3:	  Usage.	  In	  this	  section,	  information	  was	  sought	  relating	  to	  how	  an	  AJRB	  would	  be	  used.	  Questions	  
were	  asked	  relating	  to	  a	  range	  of	  difficulties	  of	  compositions,	  whether	  compositions	  should	  be	  appropriate	  for	  
assessment	  at	  secondary/tertiary	  level,	  backing	  tracks,	  added	  resources	  including	  solo	  transcriptions	  and	  
performance	  notes.	  
	  
In	  response	  to	  whether	  the	  AJRB	  should	  contain	  pieces	  appropriate	  for	  study	  and	  practice	  by	  high	  school	  age	  
students	  for	  preparation	  of	  VCE/HSC	  solo/group	  performance	  exams,	  or	  other	  examination	  systems,	  86%	  of	  
respondents	  replied	  in	  the	  affirmative.	  This	  demonstrates	  that	  there	  is	  a	  real	  need	  for	  the	  AJRB	  to	  contain	  
educational	  materials	  that	  students	  can	  study.	  The	  key	  informant	  interviews	  support	  this	  as	  well,	  with	  
education	  specialists	  identifying	  a	  lack	  of	  opportunity	  for	  secondary	  school	  students	  to	  study	  and	  perform	  jazz.	  
There	  is	  little	  opportunity	  for	  students	  to	  play	  Australian	  jazz	  compositions,	  as	  there	  is	  a	  lack	  of	  educational	  
resources	  in	  this	  area,	  and	  thus	  it	  is	  non-­‐existent	  in	  any	  senior	  secondary	  music	  performance	  syllabi.	  
Organisations	  such	  as	  ANZCA	  (Australian	  and	  New	  Zealand	  Cultural	  Arts	  Limited),	  AMEB	  (Australian	  Music	  
Examinations	  Board),	  ACARA	  (Australian	  Curriculum,	  Assessment	  and	  Reporting	  Authority)	  and	  others	  have	  
identified	  a	  need	  for	  Australian	  content	  to	  be	  studied	  by	  Australian	  students.	  	  
Figure	  21:	  Inclusion	  of	  exam	  pieces	  in	  the	  AJRB	  
	  
	  
Yes	   	   156	   86%	  
No	   	   26	   14%	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On	  whether	  the	  AJRB	  should	  have	  an	  accompanying	  CD	  containing	  30	  second	  excerpts	  of	  the	  heads	  of	  each	  
tune,	  58%	  of	  respondents	  would	  like	  an	  accompanying	  CD	  with	  the	  AJRB;	  however,	  many	  respondents	  who	  	  
selected	  ‘no’	  for	  this	  question	  said	  that	  this	  could	  be	  best	  served	  on	  the	  website.	  
Figure	  22:	  Inclusion	  of	  audio	  recordings	  in	  the	  AJRB	  
	  
	  
Yes	   	   104	   58%	  
No	   	   76	   42%	  
	  
When	  asked	  how	  an	  Australian	  Jazz	  Real	  Book	  would	  be	  used,	  the	  majority	  of	  respondents	  reported	  they	  
would	  use	  an	  AJRB	  on	  gigs	  (74%),	  practising	  (70%)	  and	  teaching	  (73%).	  This	  similar	  number	  indicates	  that	  
Australian	  jazz	  musicians	  usually	  combine	  performing	  with	  teaching.	  The	  fact	  that	  13%	  would	  find	  other	  uses	  
for	  an	  AJRB	  is	  interesting,	  possibly	  for	  study	  or	  archival	  purposes.	  	  
Figure	  23:	  Use	  of	  the	  AJRB	  
	  
	  
On	  gigs	   	   	   	   134	   74%	  
Teaching	   	   	   131	   73%	  
Practising	   	   	   126	   70%	  
I	  wouldn't	  use	  it	  at	  all	   	   6	   3%	  
Other	   	   	   	   24	   13%	  
People	  may	  select	  more	  than	  one	  checkbox,	  so	  percentages	  may	  add	  up	  to	  more	  than	  100%.	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In	  response	  to	  whether	  the	  AJRB	  should	  have	  backing	  tracks	  provided	  of	  selected	  pieces	  for	  the	  practice	  of	  
improvisation,	  57%	  of	  respondents	  would	  like	  backing	  tracks	  with	  the	  AJRB;	  however,	  many	  respondents	  who	  
selected	  ‘no’	  for	  this	  question	  said	  that	  this	  could	  be	  best	  served	  on	  the	  website.	  It	  is	  interesting	  to	  note	  that	  
whilst	  there	  are	  backing	  tracks	  available	  for	  some	  selections	  in	  commonly	  available	  Real	  Books,	  the	  majority	  of	  
‘playalongs’	  are	  contained	  in	  the	  Jamey	  Aebersold	  playalong	  series,	  totalling	  over	  100	  volumes.	  These	  volumes	  
do	  not	  correspond	  directly	  to	  Real	  Books,	  but	  contain	  similar	  types	  of	  tunes	  eg	  ballads,	  bebop,	  latin,	  modal,	  
etc.	  Most	  of	  the	  pieces	  contained	  in	  the	  most	  popular	  Jamey	  Aebersold	  ‘playalong’	  volumes	  are	  represented	  in	  
the	  most	  commonly	  available	  Real	  Books.	  With	  the	  advent	  of	  the	  iPad,	  there	  is	  an	  app	  that	  has	  Real	  Book	  
chord	  changes	  that	  contain	  playalongs	  in	  different	  styles	  and	  tempos.	  Many	  musicians	  have	  identified	  that	  this	  
is	  a	  very	  useful	  program,	  and	  that	  they	  no	  longer	  have	  to	  carry	  around	  many	  Real	  Books	  to	  get	  through	  a	  gig.	  
Figure	  26	  further	  illustrates	  this.	  	  
Figure	  24:	  Backing	  tracks	  included	  in	  the	  AJRB	  
	  
	  
Yes	   	   102	   57%	  
No	   	   78	   43%	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Section	  4:	  Delivery.	  In	  this	  section	  questions	  were	  asked	  relating	  to	  how	  the	  AJRB	  would	  be	  most	  
appropriately	  distributed,	  and	  what	  format	  it	  should	  take.	  Questions	  included:	  Should	  the	  AJRB	  have	  Bb	  and	  
Eb	  editions,	  be	  print	  or	  digital	  or	  both,	  subscription,	  spiral/hardcover,	  and	  what	  information	  and	  resources	  can	  
be	  best	  served	  on	  a	  website?	  
	  
Ninety-­‐three	  percent	  of	  respondents	  want	  the	  AJRB	  available	  digitally.	  Many	  people	  download	  Real	  Books	  via	  
file	  sharing	  networks	  on	  the	  internet.	  This	  is	  a	  convenient	  form	  of	  having	  many	  compositions	  available.	  With	  
many	  musicians	  having	  mobile	  devices	  such	  as	  iPods,	  iPhones,	  and	  iPads	  this	  could	  be	  a	  convenient	  way	  of	  
delivering	  this	  book.	  
Figure	  25:	  Delivery	  options	  for	  the	  AJRB	  
	  
	  
Yes	   	   167	   93%	  
No	   	   13	   7%	  
	  
Seventy-­‐five	  percent	  of	  respondents	  would	  like	  Bb	  and	  Eb	  versions	  available,	  with	  many	  saying	  this	  could	  be	  
delivered	  online.	  This	  would	  increase	  the	  usability	  of	  an	  AJRB,	  so	  that	  brass	  players	  and	  saxophonists	  do	  not	  
have	  to	  sight-­‐transpose.	  
Figure	  26:	  Inclusion	  of	  Bb	  and	  Eb	  versions	  of	  the	  AJRB	  
	  
	  
Yes	   	   135	   75%	  
No	   	   45	   25%	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Sixty-­‐eight	  percent	  of	  respondents	  would	  like	  the	  AJRB	  to	  be	  digitally	  delivered	  based	  on	  a	  subscription	  
service.	  As	  students	  are	  increasingly	  able	  to	  use	  services	  such	  as	  iTunes	  for	  content	  delivery	  including	  books,	  
movies	  and	  music,	  this	  could	  be	  an	  efficient	  and	  cost	  effective	  way	  to	  deliver	  this	  content.	  
Figure	  27:	  Digital	  delivery	  of	  the	  AJRB	  
	  
	  
Yes	   	   117	   68%	  
No	   	   56	   32%	  
	  
Eighty-­‐two	  percent	  of	  respondents	  would	  like	  the	  AJRB	  to	  be	  spiral	  bound.	  This	  is	  consistent	  with	  other	  Real	  
Books	  that	  are	  commonly	  available.	  This	  is	  an	  important	  question	  because	  spiral	  bound	  books	  stay	  open	  on	  
music	  stands	  more	  easily	  and	  are	  lighter	  to	  carry	  around.	  Some	  respondents	  still	  have	  their	  hardback	  copies	  of	  
the	  original	  Real	  Books	  copied	  illegally	  in	  the	  late	  1970s,	  originating	  from	  students	  at	  Berklee	  as	  described	  in	  
“The	  Story	  of	  Fake	  Books”.	  These	  hard	  copies	  were	  produced	  and	  distributed	  underground,	  with	  the	  
musician’s	  name	  proudly	  embossed	  in	  gold	  on	  the	  front	  cover.	  These	  hard	  back	  copies	  are	  still	  useful,	  have	  
been	  used	  for	  decades	  on	  many	  gigs,	  and	  although	  they	  appear	  a	  little	  dog-­‐eared	  now	  they	  have	  proven	  to	  be	  
an	  indispensable	  tool	  for	  a	  jazz	  musician.	  
Figure	  28:	  Presentation	  options	  for	  the	  AJRB	  
	  
	  
Spiral	  bound	   	   	   	   150	   82%	  
Hardback	   	   	   	   18	   10%	  
Neither,	  it	  should	  be	  digital	  only	   	   5	   3%	  
Other	   	   	   	   	   9	   5%	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In	  response	  to	  whether	  the	  AJRB	  should	  have	  a	  paragraph	  attached	  to	  each	  composition	  describing	  how	  to	  
approach	  playing	  and	  performance	  notes	  as	  well	  as	  the	  composer’s	  intention	  and	  inspiration	  for	  the	  
composition,	  62%	  of	  respondents	  would	  like	  detailed	  performance	  notes	  available,	  with	  many	  saying	  this	  
could	  be	  electronically	  delivered	  online.	  
Figure	  29:	  Inclusion	  of	  performance	  notes	  in	  the	  AJRB	  
	  
	  
Yes	   	   119	   67%	  
No	   	   58	   33%	  
	  
On	  whether	  there	  would	  be	  value	  in	  an	  AJRB	  online	  site	  containing	  links	  to	  artist	  websites,	  mp3	  downloads	  
and	  YouTube	  links,	  96%	  of	  respondents	  indicated	  they	  would	  like	  a	  feature-­‐rich	  website.	  This	  suggests	  that	  the	  
technological	  literacy	  of	  participants	  is	  strong	  and	  they	  would	  be	  comfortable	  interacting	  with	  a	  website	  to	  
access	  content	  such	  as	  paragraphs	  on	  performance	  notes,	  Bb	  and	  Eb	  versions,	  backing	  tracks	  and	  solo	  
transcriptions.	  
Figure	  30:	  Value	  of	  an	  AJRB	  website	  
	  
	  
Yes	   	   176	   96%	  




Section	  5:	  Personal	  responses.	  In	  this	  section	  survey	  respondents	  were	  asked	  to	  provide	  a	  view	  on	  whether	  
Australian	  jazz	  has	  features	  that	  make	  it	  unique,	  and	  also	  given	  the	  opportunity	  to	  make	  further	  comment	  on	  
other	  ideas.	  This	  formed	  a	  qualitative	  part	  to	  the	  survey,	  and	  although	  it	  did	  not	  provide	  numerical	  data	  that	  
could	  be	  represented	  by	  a	  graph	  or	  a	  pie	  chart,	  it	  did	  provide	  an	  insight	  to	  the	  personal	  views	  of	  many	  survey	  
respondents.	  
	  
Ninety-­‐eight	  percent	  of	  respondents	  wanted	  to	  see	  more	  coverage	  of	  jazz	  in	  the	  Australian	  media.	  Many	  
respondents	  identified	  a	  lack	  of	  coverage	  in	  Australian	  media,	  and	  difficulties	  associated	  with	  promotion	  of	  
events.	  
Figure	  31:	  Survey	  respondents’	  views	  of	  Australian	  jazz	  representation	  in	  the	  media	  
	  
	  
Yes	   	   	   177	   98%	  
No	   	   	   1	   1%	  
I	  don't	  know	   	   2	   1%	  
Other	   	   	   1	   1%	  
	  
	  
Respondents	  were	  asked	  if	  they	  think	  Australian	  jazz	  has	  features	  that	  make	  it	  unique.	  This	  question	  elicited	  
some	  deep	  thinking	  and	  strong	  opinions	  from	  the	  survey	  respondents.	  Many	  respondents	  said	  yes,	  but	  they	  
could	  not	  define	  it,	  and	  believed	  that	  it	  was	  a	  difficult	  question	  to	  answer.	  
	  
In	  summarising	  the	  unique	  features	  identified	  in	  the	  web	  survey,	  responses	  included:	  
	  
Musical	  features:	  Australian	  jazz	  pays	  unique	  attention	  to	  ensemble	  blend	  and	  listening,	  and	  displays	  a	  strong	  
conceptual	  foundation;	  a	  certain	  openness	  of	  groove	  and	  melody	  that	  is	  rhythmically	  compelling;	  phrasing,	  
articulation	  and	  harmony	  is	  individual;	  higher	  energy	  level;	  Australian	  rock	  such	  as	  Cold	  Chisel	  has	  influenced	  
Australian	  jazz;	  influence	  of	  indigenous	  musical	  elements	  in	  jazz.	  
	  
Attitudes:	  not	  afraid	  to	  take	  risks	  and	  pursue	  the	  music	  without	  being	  constrained	  by	  commercial	  factors;	  has	  
a	  larrikin	  quality;	  understated	  grace;	  fearless	  in	  combining	  different	  styles	  of	  jazz;	  a	  distinctive	  lyrical	  element;	  




Geography:	  isolation;	  it	  differs	  between	  Melbourne	  and	  Sydney;	  connection	  with	  space;	  integration	  of	  
soundscapes;	  nature;	  flora	  and	  fauna;	  weather	  and	  meteorological	  events.	  
	  
Society:	  Australia	  is	  a	  melting	  pot	  of	  cultures;	  less	  attachment	  to	  convention	  and	  tradition,	  more	  relaxed;	  
references	  to	  indigenous	  culture;	  cultural	  climate,	  value	  systems;	  freedom;	  multiculturalism;	  unique	  
collaborations	  across	  styles	  and	  cultures.	  
	  
Comparison	  to	  other	  countries:	  it	  takes	  cultural	  elements	  from	  Europe	  and	  America	  and	  fuses	  them	  together;	  
less	  groove	  than	  American;	  more	  humour	  than	  European;	  more	  aware	  of	  time	  and	  space;	  less	  emphasis	  on	  
‘chops’;	  a	  mix	  of	  American	  brashness	  and	  European	  subtlety;	  less	  of	  an	  emphasis	  on	  8th	  note	  swing	  than	  New	  
York.	  
	  
These	  features	  illustrate	  a	  wider	  definition	  of	  Australia’s	  culture.	  Features	  such	  as	  multiculturalism	  have	  had	  a	  
strong	  influence	  of	  the	  history	  and	  development	  of	  Australia’s	  culture,	  and	  thus	  Australian	  jazz	  music.	  
Descriptions	  relating	  to	  space,	  freedom,	  nature,	  relaxed	  and	  openness	  could	  be	  regarded	  as	  a	  reflection	  of	  
Australia’s	  geography,	  flora	  and	  fauna.	  These	  issues	  reiterate	  Australia’s	  geographic	  and	  cultural	  isolation,	  and	  
respondents	  viewed	  these	  influences	  as	  positive	  contributors	  to	  the	  notion	  of	  an	  Australian	  jazz	  sound.	  
	  
Several	  respondents	  disagreed	  as	  to	  whether	  Australian	  jazz	  had	  unique	  features,	  declaring:	  The	  1950s	  and	  
1960s	  had	  a	  unique	  Australian	  jazz	  sound,	  but	  now	  it	  is	  an	  international	  sound;	  we	  just	  have	  unique	  voices	  in	  
Australian	  jazz	  that	  don’t	  share	  a	  common	  sound;	  it	  used	  to,	  but	  sadly	  it	  has	  lost	  a	  lot	  of	  those	  features;	  and	  
jazz	  varies	  from	  city	  to	  city,	  regardless	  of	  country.	  
	  
The	  responses	  represent	  a	  diversity	  of	  opinion	  and	  experience	  of	  Australian	  jazz,	  and	  include	  comparisons	  
with	  overseas	  jazz	  styles.	  The	  respondent	  who	  identified	  that	  during	  the	  1950s	  and	  1960s	  Australian	  jazz	  had	  a	  
unique	  and	  identifiable	  sound	  which	  has	  since	  transformed	  into	  an	  international	  sound	  has	  raised	  a	  very	  
interesting	  theme:	  Has	  the	  development	  of	  Australian	  jazz	  been	  hampered	  by	  overseas	  influences	  with	  the	  
increasing	  availability	  of	  media	  from	  other	  cultures,	  or	  has	  this	  enabled	  Australian	  musicians	  to	  be	  inspired	  by	  
and	  collaborate	  with	  different	  cultures?	  I	  believe	  that	  there	  are	  certain	  circumstances	  in	  which	  both	  can	  be	  
true.	  
	  
In	  inviting	  respondents	  to	  make	  further	  suggestions	  that	  they	  would	  like	  to	  see	  in	  the	  AJRB,	  many	  ideas	  were	  
received.	  These	  survey	  responses	  were	  considered,	  discussed	  in	  key	  informant	  interviews	  and	  often	  integrated	  
into	  the	  AJRB	  draft.	  There	  were	  many	  differing	  opinions	  that	  were	  not	  acted	  upon.	  Many	  ideas	  were	  valid	  
suggestions,	  but	  out	  of	  the	  scope	  of	  this	  research.	  The	  key	  informants	  corroborated	  many	  of	  these	  
suggestions.	  These	  could	  be	  integrated	  in	  further	  research	  efforts.	  A	  summary	  of	  suggestions	  include	  aspects	  




Composition	  of	  the	  AJRB:	  	  
• simple	  lead	  sheets	  
• focus	  on	  well	  established	  artists	  
• indexing	  via	  artist,	  genre,	  location	  
• tunes	  by	  visible	  musicians	  that	  can	  inspire	  young	  players	  
• simplified	  version	  for	  secondary	  students	  
• using	  an	  editorial	  board	  
• repertoire	  as	  broad	  as	  possible	  
• consistent	  chord	  nomenclature	  
• list	  tunes	  chronologically	  
• try	  to	  include	  writers	  from	  all	  different	  parts	  of	  the	  country	  
• include	  original	  tune	  composition	  winners	  from	  the	  Australian	  Jazz	  Convention	  competition	  
• have	  chapters	  for	  each	  style	  
• include	  vocalese	  
• pre-­‐1950	  tunes	  in	  a	  separate	  book	  
• include	  tunes	  written	  for	  film	  and	  TV	  
• HSC/VCE	  supplement	  
• it	  should	  have	  as	  many	  compositions	  as	  possible	  from	  as	  many	  composers	  as	  possible	  from	  the	  entire	  
history	  of	  Australian	  jazz,	  stretching	  back	  as	  far	  as	  possible	  
• publisher	  should	  ultimately	  have	  discretion	  of	  what	  is	  to	  be	  included	  
• produce	  additional	  volumes	  of	  AJRB	  
• used	  as	  an	  appreciation	  of	  Australian	  jazz	  history	  
• no	  classical	  or	  third	  stream	  
• include	  NZ,	  PNG	  and	  Pacific	  Island	  composers,	  and	  include	  folk	  and	  pop	  writers	  such	  as	  LRB,	  Paul	  Kelly,	  
Tim	  Finn,	  Kasey	  Chambers,	  etc.	  
Although	  many	  of	  these	  suggestions	  were	  included	  in	  the	  draft	  AJRB,	  some	  were	  not.	  Suggestions	  including	  a	  
chronological	  listing	  of	  tunes	  and	  pre-­‐1950	  tunes	  in	  a	  separate	  book	  are	  not	  consistent	  with	  how	  popular	  Real	  
Books	  are	  constructed,	  and	  because	  survey	  respondents	  identified	  that	  they	  wanted	  an	  AJRB	  to	  be	  consistent	  
with	  other	  real	  books,	  these	  ideas	  were	  not	  implemented.	  There	  are	  possibilities	  of	  implementing	  these	  
features	  as	  well	  as	  indexing	  by	  artist,	  genre,	  location	  if	  the	  AJRB	  is	  not	  a	  static	  book,	  and	  is	  delivered	  online.	  
Usage:	  	  
• digital	  delivery	  
• all	  tunes	  should	  be	  available	  on	  commercially	  available	  recordings	  
• keep	  it	  simple	  
• not	  too	  much	  emphasis	  on	  standard	  forms	  
• foreword/background	  for	  each	  composition	  
• a	  fold	  out	  dart	  board	  with	  Tim’s	  face	  on	  it	  for	  use	  in	  jazz	  clubs	  
73	  
	  
The	  last	  suggestion	  I	  find	  interesting.	  Although	  it	  was	  written	  in	  humour,	  it	  does	  represent	  a	  viewpoint	  that	  is	  
relevant	  to	  this	  study.	  It	  illustrates	  that	  however	  the	  AJRB	  is	  comprised,	  there	  will	  be	  criticism	  surrounding	  
what	  was	  left	  out,	  as	  well	  as	  what	  was	  included.	  Key	  informants	  indicated	  a	  similar	  response	  to	  this	  as	  well.	  As	  
there	  is	  a	  diversity	  of	  opinion	  within	  the	  Australian	  jazz	  community	  regarding	  the	  ideal	  configuration	  of	  the	  
AJRB,	  there	  will	  inevitably	  be	  people	  whose	  viewpoints	  are	  not	  represented	  or	  addressed	  in	  the	  AJRB.	  In	  
personal	  correspondence	  with	  Bruce	  Johnson,	  he	  iterated	  that	  “having	  been	  closely	  involved	  in	  an	  attempt	  to	  
compile	  one	  of	  these	  a	  couple	  of	  decades	  ago,	  I	  have	  a	  particularly	  acute	  appreciation	  of	  the	  magnitude	  of	  the	  
task,	  and,	  worse,	  its	  politics.	  No	  two	  people	  will	  ever	  agree	  as	  to	  what	  should	  be	  included	  in	  a	  book	  like	  this.”	  
One	  of	  the	  suggestions	  was	  to	  use	  an	  editorial	  board.	  This	  raises	  another	  series	  of	  issues	  in	  that	  the	  people	  on	  
the	  board	  bring	  their	  own	  perspectives,	  opinions,	  and	  allegiances.	  Undoubtedly,	  different	  members	  on	  an	  
editorial	  board	  would	  produce	  a	  different	  AJRB.	  This	  was	  demonstrated	  with	  the	  efforts	  of	  the	  NSW	  jazz	  
development	  office	  in	  the	  1980s	  to	  create	  an	  AJRB.	  The	  editorial	  board	  assembled	  a	  NSW-­‐centric	  AJRB,	  as	  the	  
composition	  of	  the	  editorial	  board	  was	  primarily	  from	  NSW.	  Although	  the	  approach	  of	  an	  editorial	  board	  
creating	  a	  Real	  Book	  has	  proven	  to	  be	  successful	  with	  the	  NL	  Real	  Book,	  it	  has	  not	  proven	  to	  be	  successful	  in	  
Australia.	  	  
	  
There	  were	  several	  suggestions	  that	  could	  best	  be	  integrated	  into	  a	  website,	  and	  some	  could	  form	  the	  basis	  
for	  further	  research.	  They	  include:	  	  
• an	  online	  Australian	  jazz	  composition	  database	  with	  full	  arrangements	  
• book	  of	  interviews/transcriptions	  
• pictures	  of	  players	  
• production	  of	  a	  complete	  Australian	  jazz	  dictionary	  similar	  to	  the	  Grove	  dictionary	  
• an	  appendix	  with	  links	  to	  other	  Australian	  musical	  resources	  
• digital	  form	  that	  can	  be	  transposed	  through	  keys	  
From	  these	  responses	  it	  is	  evident	  that	  there	  are	  many	  AJRB	  versions	  possible,	  depending	  on	  which	  
suggestions	  are	  employed,	  and	  the	  importance	  given	  to	  each	  aspect.	  If	  all	  suggestions	  were	  included	  in	  the	  
AJRB,	  it	  would	  be	  impractically	  large.	  Many	  of	  these	  ideas	  were	  discussed	  with	  key	  informants	  to	  provide	  
perspective	  and	  importance	  on	  what	  should	  be	  included	  in	  the	  AJRB.	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Selection	  and	  proportion	  of	  tunes	  included	  in	  the	  AJRB	  draft	  
The	  survey	  identified	  what	  respondents	  wanted	  in	  terms	  of	  particular	  composers	  represented	  in	  the	  AJRB,	  
with	  less	  emphasis	  on	  particular	  compositions,	  although	  many	  of	  these	  were	  suggested.	  I	  encouraged	  each	  
composer	  to	  submit	  tunes	  that	  they	  felt	  best	  represented	  their	  talents,	  that	  other	  people	  mentioned	  that	  they	  
would	  like	  to	  see	  in	  the	  AJRB	  (made	  via	  the	  survey),	  that	  were	  stylistically	  appropriate	  for	  a	  Real	  Book	  and	  also	  
tunes	  that	  they	  would	  be	  happy	  for	  other	  people	  to	  re-­‐interpret	  and	  re-­‐imagine.	  In	  many	  cases	  tunes	  of	  a	  
particular	  composer	  that	  other	  people	  mentioned	  were	  not	  the	  first	  they	  would	  have	  chosen	  themselves,	  and	  
thus	  a	  range	  of	  tunes	  was	  submitted.	  	  
In	  accordance	  with	  the	  findings	  of	  the	  survey,	  composers	  that	  were	  mentioned	  the	  most	  such	  as	  Paul	  
Grabowsky,	  Bernie	  McGann,	  Julien	  Wilson	  and	  Mike	  Nock	  should	  have	  more	  tunes	  available	  to	  be	  represented	  
in	  the	  AJRB,	  as	  they	  have	  many	  recordings	  released,	  are	  well-­‐known	  in	  the	  jazz	  community,	  have	  composed	  
music	  for	  many	  decades,	  and	  have	  much	  experience	  writing	  music	  for	  particular	  ensembles,	  musicians,	  
situations,	  and	  audiences.	  It	  was	  identified	  in	  the	  survey	  that	  established	  artists	  such	  as	  these	  should	  have	  
more	  tunes	  than	  others	  in	  the	  AJRB.	  In	  accordance	  with	  the	  survey	  findings,	  composers	  that	  are	  establishing	  
artists	  or	  are	  less	  well-­‐known	  were	  invited	  to	  submit	  compositions	  too,	  but	  would	  have	  less	  included	  than	  
those	  with	  established	  careers	  and	  multiple	  albums	  released.	  I	  believe	  I	  have	  established	  a	  good	  balance	  
between	  these	  constraints,	  with	  the	  most	  well-­‐known	  Australian	  jazz	  artists	  having	  five	  to	  six	  compositions	  
included	  in	  the	  draft	  AJRB,	  with	  less	  well-­‐known	  artists	  having	  a	  couple.	  
Whilst	  some	  composers	  were	  eager	  to	  submit	  tunes	  for	  the	  AJRB,	  some	  composers	  were	  reluctant	  to	  provide	  
charts	  and	  required	  many	  phone	  calls,	  emails	  and	  imposed	  deadlines	  for	  tune	  submission.	  I	  found	  that	  I	  
needed	  to	  be	  persistent	  in	  reminders	  to	  some	  people.	  In	  some	  situations	  I	  have	  made	  many	  phone	  calls,	  
emails,	  follow-­‐ups	  and	  reminders	  and	  have	  received	  no	  submissions.	  In	  these	  cases	  I	  determined	  that	  these	  
particular	  composers	  do	  not	  want	  to	  be	  involved	  in	  the	  AJRB,	  as	  they	  would	  have	  contacted	  me	  or	  made	  
submissions	  in	  the	  ample	  time	  that	  I	  had	  given	  them	  to	  respond.	  	  
In	  the	  survey,	  question	  nine	  asks:	  What	  artists	  would	  you	  like	  to	  see	  represented	  in	  the	  AJRB?	  The	  chart	  of	  the	  
results	  follows:	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Table	  2:	  Top	  40	  established	  Australian	  jazz	  artists	  to	  be	  represented	  in	  AJRB	  according	  to	  survey	  respondents	  
	  
Paul	  Grabowsky	   66	  
Bernie	  McGann	   48	  
Julien	  Wilson	   41	  
Mike	  Nock	  	   40	  
Dale	  Barlow	   38	  
Andrea	  Keller	   37	  
Sandy	  Evans	   30	  
Scott	  Tinkler	   30	  
James	  Muller	   28	  
Jamie	  Oehlers	   27	  
Steve	  Magnussen	   27	  
Barney	  McCall	  	  	   24	  
Bob	  Sedergreen	   24	  
Eugene	  Ball	   24	  
John	  Sangster	  	   24	  
Roger	  Frampton	   20	  
Sean	  Wayland	   19	  
Brian	  Brown	   18	  
James	  Morrisson	   17	  
Mark	  Simmonds	   17	  
Don	  Burrows	   16	  
James	  Greening	   16	  
Matt	  Mcmahon	   16	  
Graeme	  Bell	  	  	   15	  
Phil	  Slater	   15	  
Lloyd	  Swanton	   14	  
Miroslav	  Bukovsky	   14	  
Tamara	  Murphy	   14	  
Tim	  Stevens	   14	  
Vince	  Jones	   14	  
Alister	  Spence	   13	  
Judy	  Bailey	   13	  
Peter	  Knight	   13	  
Geoff	  Hughes	   12	  
Graeme	  Lylall	   12	  
Mark	  Issacs	   12	  
Sam	  Keevers	   12	  
Gian	  Slater	   11	  
Aaron	  Choulai	   10	  
Jex	  Saarelaht	   10	  
Joe	  Chindamo	   10	  
	  
This	  chart	  provides	  an	  indication	  of	  the	  established	  Australian	  jazz	  artists	  that	  could	  be	  represented	  in	  the	  AJRB	  
according	  to	  survey	  respondents.	  These	  artists	  were	  approached	  first	  for	  ARJB	  inclusion,	  to	  represent	  well-­‐known	  
established	  artists.	  In	  accordance	  of	  the	  survey	  findings,	  respondents	  identified	  that	  they	  would	  like	  a	  
combination	  of	  well-­‐known	  established	  artists,	  as	  well	  as	  developing	  artists	  who	  are	  less	  well-­‐known.	  I	  used	  the	  
above	  chart	  as	  a	  reference	  point	  in	  determining	  the	  number	  of	  tunes	  each	  artist	  could	  have	  included	  in	  the	  AJRB,	  
balancing	  this	  with	  the	  need	  to	  be	  inclusive	  of	  less	  well-­‐known	  artists.	  I	  am	  aware	  that	  many	  survey	  respondents	  
identified	  colleagues	  and	  friends	  in	  their	  immediate	  circle,	  which	  is	  likely	  to	  be	  geographically	  specific.	  The	  sample	  
rate	  of	  the	  survey	  was	  enough	  that	  a	  consensus	  amongst	  this	  community	  has	  been	  achieved.	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Key	  informant	  interview	  responses	  
Key	  informants	  evaluated	  the	  AJRB	  for	  comment	  and	  criticism.	  The	  following	  responses	  were	  received	  in	  a	  series	  
of	  semi-­‐structured	  interviews.	  
In	  reflections	  of	  their	  initial	  impressions	  of	  the	  AJRB,	  key	  informants	  widely	  agreed	  the	  AJRB	  was	  developed	  in	  a	  
manner	  that	  represents	  the	  needs	  of	  the	  Australian	  jazz	  community.	  Barney	  McAll	  said	  that	  it	  “looks	  good,	  easy	  to	  
read,	  great	  resource	  for	  so	  many	  areas	  of	  music...	  brings	  back	  to	  life	  so	  much	  great	  Australian	  music	  that	  is	  
otherwise	  out	  of	  sight	  out	  of	  mind.”	  Rob	  Burke	  was	  encouraging	  of	  the	  efforts	  in	  developing	  the	  AJRB	  and	  said,	  “I	  
think	  you’ve	  done	  an	  incredible	  job	  with	  this,	  it	  looks	  fantastic.	  A	  book	  like	  this	  is	  incredibly	  important.	  To	  get	  in	  
the	  AJRB	  would	  be	  really	  important	  for	  an	  Australian	  jazz	  musician.”	  It	  is	  encouraging	  that	  the	  head	  of	  music	  at	  
one	  of	  Australia’s	  leading	  universities	  believes	  that	  being	  included	  in	  the	  AJRB	  is	  important,	  and	  that	  it	  would	  be	  
useful	  in	  an	  educational	  context.	  
Mike	  Nock	  reflected	  on	  several	  aspects	  of	  the	  AJRB:	  
The	  AJRB	  is	  very	  impressive.	  It’s	  a	  hell	  of	  a	  size	  book.	  Pretty	  comprehensive	  for	  Christ	  sake!	  Nothing	  has	  
ever	  been	  done	  like	  this	  before.	  The	  AJRB	  is	  recognition	  of	  what	  we	  have.	  On	  that	  level	  it’s	  great.	  It	  is	  a	  
celebration	  of	  the	  creativity	  in	  Australian	  Jazz.	  
Nock	  points	  out	  that	  the	  AJRB	  is	  only	  the	  start	  of	  the	  journey,	  and	  that	  other	  resources	  are	  needed	  to	  be	  
developed	  and	  used	  in	  conjunction	  with	  the	  AJRB	  for	  maximum	  usability,	  particularly	  in	  educational	  contexts.	  
Nock	  goes	  on	  to	  say:	  “The	  photos	  taken	  by	  Natasha	  Blankfield	  are	  very	  impressive,	  and	  add	  a	  lot	  to	  the	  book.”	  The	  
photos	  contained	  in	  the	  AJRB	  are	  predominantly	  black	  and	  white	  portraits	  of	  Australian	  jazz	  musicians	  on	  stage	  
performing.	  They	  are	  used	  as	  page	  separators,	  so	  that	  two	  page	  compositions	  can	  be	  at	  an	  opening,	  to	  avoid	  page	  
turns,	  which	  are	  awkward	  in	  performance	  situations.	  
Bruce	  Johnson	  states:	  “The	  list	  of	  compositions	  is	  stylistically	  broad	  and	  historically	  at	  least	  embraces	  much	  of	  the	  
post-­‐war	  era.”	  Johnson	  is	  congratulatory,	  stating	  “I	  have	  a	  particularly	  acute	  appreciation	  of	  the	  magnitude	  of	  the	  
task,	  and,	  worse,	  its	  politics.	  No	  two	  people	  will	  ever	  agree	  as	  to	  what	  should	  be	  included	  in	  a	  book	  like	  this.”	  
Paul	  Grabowsky	  was	  encouraging:	  “Extraordinary!	  There’s	  a	  lot	  of	  stuff	  here.	  I	  think	  it’s	  a	  very	  important	  
document.	  That	  you	  have	  seen	  to	  make	  a	  book	  like	  this	  is	  a	  great	  credit	  to	  you.”	  
Key	  informants	  considered	  the	  appropriateness	  of	  the	  AJRB	  in	  a	  variety	  of	  contexts,	  and	  consistently	  reported	  
that	  all	  these	  fields	  can	  benefit	  from	  the	  AJRB	  immensely,	  but	  its	  usefulness	  in	  educational	  contexts	  would	  be	  the	  
main	  application.	  McAll	  stated	  the	  AJRB	  was	  “especially	  good	  for	  ensemble	  classes	  and	  studying	  the	  different	  
ways	  of	  composing	  that	  are	  made	  known	  here”.	  Burke	  stated	  “it	  is	  important	  for	  students	  to	  be	  aware	  of	  
Australian	  compositions”.	  Nock	  said	  the	  AJRB	  was	  “hugely	  useful	  for	  educators	  &	  institutions.	  The	  AJRB	  could	  be	  
of	  great	  use	  if	  you	  could	  interest	  every	  secondary	  school	  to	  have	  a	  copy.”	  	  
78	  
	  
The	  key	  informants	  reflected	  that	  although	  the	  AJRB	  was	  possibly	  less	  important	  to	  professional	  musicians,	  it	  
would	  be	  beneficial	  as	  it	  “will	  lift	  the	  spirits	  and	  raise	  the	  profile	  of	  Australian	  music	  for	  sure”	  and	  that	  it	  is	  “great	  
to	  have	  these	  rare	  tunes	  played	  and	  heard	  on	  so	  many	  gigs”	  (McAll).	  Nock	  stated	  that	  although	  the	  AJRB	  is	  a	  
celebration	  of	  the	  creativity	  in	  Australian	  jazz,	  its	  usability	  in	  professional	  contexts	  is	  limited.	  “Professional	  
musicians	  are	  going	  to	  either	  play	  (American)	  jazz	  standards	  or	  their	  own	  tunes.	  Tried	  and	  true	  tunes	  that	  they	  all	  
know	  and	  feel	  comfortable	  on.”	  In	  my	  experience	  this	  is	  what	  happens	  in	  professional	  contexts.	  However,	  with	  
the	  availability	  of	  the	  AJRB	  and	  integration	  within	  educational	  institutions	  I	  believe	  the	  next	  generations	  of	  
Australian	  jazz	  musicians	  will	  have	  an	  increased	  knowledge	  and	  awareness	  of	  Australian	  jazz	  music	  and	  will	  more	  
likely	  to	  be	  integrated	  into	  the	  Australian	  jazz	  community.	  
In	  terms	  of	  documenting	  the	  history	  and	  development	  of	  Australian	  jazz,	  key	  informants	  said	  that	  the	  AJRB	  gives	  
new	  life	  to	  previously	  forgotten	  compositions	  and	  recognition	  of	  artists	  who	  may	  have	  passed	  on.	  The	  notion	  of	  a	  
comprehensive	  documentation	  was	  difficult	  to	  achieve,	  with	  McAll	  saying:	  “Not	  sure	  how	  clear	  this	  will	  be	  
considering	  some	  of	  the	  older	  compositions	  are	  more	  modern	  than	  some	  of	  the	  recent	  ones...	  but...	  it	  definitely	  
illustrates	  some	  degree	  of	  compositional	  growth.”	  
Johnson	  states	  that	  the	  function	  of	  the	  book	  needs	  to	  be	  clearly	  defined	  and	  is	  absolutely	  central	  in	  determining	  
how	  it	  should	  be	  developed:	  	  
What	  is	  the	  function	  of	  the	  AJRB?	  Is	  it	  to	  exemplify	  the	  range	  of	  Australian	  jazz	  composition,	  or	  to	  be	  a	  
working	  Real	  Book,	  or	  perhaps	  to	  enlarge	  the	  historical	  range	  of	  Australian	  compositions	  that	  will	  be	  
played	  on	  bandstands?	  	  This	  to	  me	  is	  absolutely	  central	  to	  your	  work:	  what	  are	  you	  seeking	  to	  achieve	  
with	  this?	  And	  how,	  therefore,	  do	  you	  see	  it	  as	  functioning?	  
The	  key	  informants	  reported	  different	  uses	  for	  the	  way	  in	  which	  they	  would	  use	  the	  AJRB.	  McAll	  would	  “pick	  
some	  of	  the	  tunes	  I	  love	  and	  put	  them	  in	  my	  own	  book	  that	  I	  take	  to	  club	  dates	  of	  trio	  gigs”	  and	  “I	  will	  also	  just	  
play	  through	  them	  and	  be	  inspired.”	  This	  usage	  of	  the	  AJRB	  and	  self-­‐editing	  to	  create-­‐your-­‐own-­‐Real-­‐Book	  I	  had	  
not	  originally	  anticipated.	  This	  usage	  does	  suggest	  advantages	  of	  digital	  distribution	  for	  these	  purposes.	  Burke	  
would	  use	  the	  AJRB	  “as	  educational	  resource	  at	  Monash:	  already	  students	  are	  required	  to	  learn	  50	  ‘must	  know’	  
Australian	  tunes.”	  This	  development	  is	  particularly	  encouraging	  in	  the	  AJRB	  being	  a	  useful	  resource	  in	  tertiary	  
educational	  institutions.	  	  Burke	  stated	  there	  is	  a	  focus	  of	  Australian	  content	  at	  Monash	  University	  library	  and	  
would	  be	  held	  there.	  Burke	  goes	  further:	  “Monash	  would	  use	  this	  resource	  in	  curriculum	  immediately.	  We	  are	  
looking	  at	  establishing	  a	  jazz	  composition	  and	  arranging	  course,	  and	  would	  use	  the	  AJRB	  in	  this	  subject.”	  Nock	  
contrasts	  these	  responses	  and	  “would	  flick	  through	  it	  a	  bit	  and	  probably	  cast	  it	  aside.”	  Nock	  is	  more	  concerned	  
with	  playing	  his	  own	  compositions,	  but	  would	  probably	  use	  the	  AJRB	  in	  teaching	  students	  at	  the	  Sydney	  
Conservatory	  of	  Music.	  He	  also	  offers	  this	  opinion:	  “No	  people	  are	  going	  to	  learn	  all	  the	  tunes	  in	  AJRB.	  If	  the	  song	  
looks	  easy,	  or	  readable,	  more	  likely	  to	  play	  it.”	  This	  is	  reflected	  in	  the	  composition	  of	  the	  AJRB,	  with	  the	  majority	  
of	  tunes	  to	  be	  of	  medium	  difficulty	  (233).	  There	  is	  a	  balance	  of	  easy	  tunes	  (69),	  and	  difficult	  tunes	  (35).	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The	  key	  informants	  were	  asked	  what	  they	  would	  change	  about	  the	  AJRB,	  and	  used	  this	  question	  as	  an	  
opportunity	  to	  express	  their	  personal	  opinions	  on	  what	  tunes	  they	  would	  prefer	  to	  have	  or	  not	  have	  in	  the	  AJRB.	  
McAll	  stated	  he	  would	  prefer	  to	  “take	  some	  of	  the	  more	  obscure	  tunes	  out”,	  and	  “maybe	  base	  the	  content	  on	  
popularity	  to	  some	  extent.”	  To	  a	  certain	  extent	  this	  has	  been	  achieved	  in	  the	  AJRB,	  with	  importance	  given	  to	  
established	  artists	  with	  multiple	  recordings	  released	  and	  those	  represented	  in	  Figure	  32,	  Times	  Mentioned	  in	  AJRB	  
Survey	  <2.	  Burke	  further	  emphasised	  the	  AJRB	  should	  focus	  on	  established	  players,	  saying	  that	  there	  are	  “possibly	  
too	  many	  tunes	  from	  younger	  players.	  Younger	  players	  need	  more	  time	  to	  prove	  themselves.”	  In	  an	  interesting	  
statement	  Burke	  suggested	  the	  selection	  of	  tunes	  for	  the	  AJRB	  should	  be	  based	  on	  age.	  “Age	  dictates	  number	  of	  
tunes	  that	  should	  be	  included.	  Graeme	  Bell,	  Don	  Burrows,	  John	  Sangster,	  Grabowsky,	  Bernie	  McGann	  should	  have	  
more	  tunes	  than	  anyone.”	  He	  justified	  this	  by	  saying	  “As	  you	  get	  older	  you	  develop	  scope	  of	  compositions	  and	  
diversity”.	  McAll	  reiterated	  this	  viewpoint	  saying	  that	  he	  would	  like	  “maybe	  more	  Mike	  
Nock/Grabowsky/Sangster”.	  This	  advice	  was	  applied	  in	  an	  AJRB	  draft,	  with	  these	  ‘elder	  statesmen’	  of	  Australian	  
jazz	  having	  the	  most	  tunes	  in	  the	  AJRB.	  This	  was	  reflected	  in	  Figure	  32,	  Times	  Mentioned	  in	  AJRB	  Survey	  <2.	  
Additional	  tunes	  were	  found	  by	  composers	  mentioned	  in	  these	  key	  informant	  interviews.	  Burke	  stated	  he	  would	  
like	  “more	  from	  Jamie	  Oehlers,	  two	  more	  from	  Joe	  Chindamo.	  Need	  Brian	  Brown	  tunes.	  There	  is	  a	  lack	  of	  vocal	  
tunes:	  need	  Vince	  Jones	  &	  Katie	  Noonan.”	  These	  artists	  were	  contacted	  after	  the	  interview	  and	  compositions	  
were	  sought	  for	  inclusion	  into	  subsequent	  drafts	  of	  the	  AJRB.	  
Contrasting	  this	  viewpoint,	  both	  Nock	  and	  Burke	  stated	  that	  there	  should	  not	  be	  too	  many	  tunes	  from	  one	  
person,	  and	  that	  they	  should	  be	  cut	  down	  if	  there	  are.	  Nock	  was	  also	  somewhat	  contradictory	  in	  this,	  saying	  that	  
the	  AJRB	  should	  “give	  importance	  to	  established	  artists.”	  
The	  geographic	  divide	  between	  Melbourne	  and	  Sydney’s	  jazz	  scenes	  was	  evident	  in	  Nock’s	  response	  to	  this	  
question,	  saying	  there	  should	  be	  many	  more	  tunes	  from	  Sydney	  based	  composers,	  including	  “Sean	  Wayland,	  
Julien	  Wilson,	  Carl	  Dewhurst,	  Bryce	  Rohde,	  Geoff	  Usher,	  Frank	  Smith,	  Charlie	  Munro,	  Chris	  Abrahams,	  Bobby	  
Gebert,	  Paul	  MacNamara,	  Jonathan	  Zwartz.	  Luke	  Howard	  has	  too	  many	  tunes”.	  Many	  of	  these	  artists	  were	  
contacted	  and	  subsequently	  included	  in	  the	  AJRB.	  However,	  Nock	  contradicted	  himself	  when	  he	  stated:	  “Pare	  it	  
back	  considerably	  but	  make	  it	  more	  representative.”	  He	  felt	  that	  the	  draft	  he	  viewed	  was	  too	  big,	  saying	  that	  it	  
should	  be	  “split	  into	  3	  volumes”.	  Asked	  if	  he	  would	  categorise	  each	  volume	  chronologically,	  by	  style,	  or	  some	  
other	  means,	  he	  was	  unable	  to	  provide	  an	  ideal	  solution.	  Nock	  also	  suggested	  Australian	  Aboriginal	  artists,	  but	  
was	  unable	  to	  name	  any	  to	  be	  included.	  
Nock	  provided	  a	  viewpoint	  contextualising	  the	  AJRB	  in	  a	  larger	  picture.	  “It’s	  not	  enough	  to	  do	  a	  book	  (AJRB).	  
There	  should	  be	  a	  companion	  book;	  something	  encompassing	  what’s	  it	  about,	  as	  a	  teaching	  resource.	  Talk	  about	  
musicians	  contained	  within,	  approaches	  to	  playing,	  interviews	  etc.”	  He	  explained	  that	  this	  would	  increase	  the	  
chances	  of	  obtaining	  funding,	  and	  to	  maximise	  the	  use	  and	  relevance	  of	  the	  book:	  “You’re	  always	  going	  to	  get	  
criticised	  for	  what	  you	  do,	  no	  matter	  what.	  Anyone	  that	  does	  anything	  different	  in	  Australia	  is	  a	  tall	  poppy	  and	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therefore	  is	  fair	  game	  (to	  be	  criticised).”	  Nock	  was	  encouraging	  of	  the	  AJRB	  however,	  and	  conceded:	  “It’s	  a	  pretty	  
good	  cross	  the	  board	  selection	  of	  tunes.”	  
Johnson	  suggested	  other	  composers	  worthy	  of	  consideration,	  including	  Len	  Barnard,	  John	  Bamford,	  Don	  Banks	  
(our	  first	  bop	  composer),	  Peter	  Boothman,	  Jack	  Brokensha,	  Bruce	  Clarke,	  John	  Colborne-­‐Veel,	  Peter	  Dasent,	  Ken	  
Evans,	  Adrian	  Ford,	  Tony	  Gould,	  Bob	  Wright,	  David	  Hirschfelder,	  Geoff	  Kitchen,	  Alan	  Lee,	  Ron	  Loughhead,	  Charlie	  
Munro,	  Col	  Nolan,	  Ian	  Pearce,	  Phil	  Treloar	  and	  Frank	  Coughlan.	  After	  the	  interview	  these	  composers	  were	  sought	  
out	  and	  included	  in	  the	  AJRB	  wherever	  possible.	  
In	  response	  to	  the	  key	  informants’	  experience	  in	  working	  with	  Real	  Books	  in	  educational	  and	  performance	  
settings,	  and	  their	  view	  on	  whether	  they	  aided	  or	  hindered	  developing	  musicians	  in	  developing	  their	  
compositional	  abilities,	  there	  were	  mixed	  responses,	  but	  they	  were	  consistent	  in	  that	  they	  primarily	  use	  Real	  
Books	  on	  gigs,	  and	  teaching.	  Importance	  of	  Real	  Books	  in	  education	  was	  highlighted	  by	  Burke,	  saying:	  “Learning	  
tunes	  from	  Real	  Books	  forms	  the	  essential	  understanding	  that	  each	  musician	  must	  have.”	  Nock	  offers:	  “You	  can	  
take	  a	  Real	  Book	  tune	  and	  evolve	  and	  reinterpret	  to	  display	  individuality.	  Tunes	  are	  vehicles	  for	  the	  musicians	  to	  
do	  what	  they	  want	  with	  it.”	  Whilst	  many	  jazz	  music	  courses	  in	  tertiary	  institutions	  (including	  Sydney	  
Conservatory,	  Monash	  University,	  WAAPA,	  NMIT)	  require	  a	  level	  of	  understanding	  of	  Real	  Book	  ‘standards’,	  after	  
25	  years	  teaching	  at	  Sydney	  Conservatory	  of	  Music,	  Nock	  laughs	  at	  this	  suggestion	  of	  many	  courses	  requiring	  
students	  to	  learn	  20	  standard	  tunes	  in	  12	  keys.	  “Learning	  20/50/100	  standard	  tunes	  is	  too	  many.	  Learning	  3	  tunes	  
really	  well	  is	  better.”	  Nock	  says	  “it’s	  great	  if	  students	  get	  it	  and	  understand	  it”,	  but	  questions	  the	  effectiveness	  of	  
this	  method.	  
Key	  informants	  responded	  by	  saying	  the	  AJRB	  would	  have	  a	  positive	  effect	  in	  people	  performing,	  composing,	  and	  
learning	  more	  Australian	  music,	  as	  well	  as	  learning	  more	  about	  Australian	  jazz	  artists	  and	  composers.	  Burke	  
stated	  the	  ARJB	  will	  “promote	  Australian	  tunes	  being	  recorded,	  will	  promote	  Australian	  artists	  playing	  Australian	  
compositions,	  and	  will	  raise	  the	  profile	  of	  Australian	  jazz.”	  This	  encouragement	  of	  the	  usefulness	  of	  the	  AJRB	  in	  
these	  contexts	  is	  a	  positive	  affirmation	  of	  the	  extent	  to	  which	  it	  achieves	  its	  aims.	  
Nock	  offered	  a	  contrasting	  opinion:	  “Probably	  not.	  People	  will	  look	  at	  it	  and	  put	  it	  aside.”	  Whilst	  I	  believe	  some	  
people	  will	  do	  this,	  I	  believe	  there	  is	  sufficient	  interest	  by	  key	  informants	  such	  as	  Burke	  that	  the	  AJRB	  will	  be	  a	  
useful	  resource,	  particularly	  in	  educational	  contexts.	  Nock	  is	  not	  confident	  that	  my	  efforts	  as	  insider-­‐researcher	  
will	  change	  the	  situation	  within	  the	  Australian	  jazz	  community:	  
Things	  only	  move	  forward	  when	  the	  efforts	  of	  some	  dedicated	  fool/	  idiot/	  philanthropist	  has	  the	  passion	  
to	  do	  something	  (such	  as	  the	  AJRB).	  Sometimes	  it	  can	  ignite	  something.	  But	  in	  terms	  of	  jazz	  it	  doesn’t	  
exist.	  There	  is	  not	  an	  Australian	  jazz	  community	  outside	  of	  festivals	  (such	  as	  Wangaratta).	  
As	  with	  many	  survey	  respondents,	  the	  key	  informants	  offered	  a	  range	  of	  opinions	  on	  whether	  they	  can	  identify	  
compositions	  that	  are	  distinctly	  Australian	  in	  the	  AJRB.	  If	  they	  were	  able	  to	  identify	  this,	  they	  were	  then	  asked	  to	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describe	  what	  makes	  them	  unique.	  McAll,	  possessing	  a	  range	  of	  experiences	  in	  both	  Australia	  and	  North	  America,	  
offered	  an	  opinion	  that	  the	  notion	  of	  Australian	  jazz	  or	  American	  jazz	  is	  inconsequential:	  
That	  is	  a	  very	  difficult	  question.	  I	  can’t	  identify	  American	  tunes	  in	  the	  Real	  Book	  either.	  For	  me	  it’s	  not	  
important.	  What’s	  important	  is	  a	  sort	  of	  magic....	  and	  there	  are	  many	  tunes	  in	  the	  AJRB	  that	  have	  as	  much	  
if	  not	  more	  magic	  than	  anywhere	  else	  on	  earth.	  
Burke	  stated	  that	  he	  does	  believe	  in	  the	  notion	  that	  Australian	  jazz	  has	  standards,	  even	  though	  we	  are	  North	  
American	  focused	  in	  our	  approach:	  “We	  have	  been	  very	  American-­‐centric	  in	  playing	  tunes	  but	  there	  is	  an	  
incredible	  number	  of	  Australian	  tunes	  we	  can	  play	  that	  have	  become	  standards	  in	  their	  own	  right.”	  
Nock	  offers	  a	  contrasting	  view	  to	  other	  key	  informants,	  one	  that	  was	  shared	  by	  a	  number	  of	  survey	  respondents:	  
There	  is	  not	  a	  unique	  Australian	  jazz.	  Only	  Bernie	  McGann	  sounds	  Australian:	  what	  he	  plays	  is	  a	  derivative	  
of	  American	  jazz	  but	  is	  expressed	  in	  a	  personal	  way.	  It’s	  American	  jazz	  but	  it	  doesn’t	  sound	  like	  American	  
jazz.	  Bernie	  McGann	  sounds	  like	  himself,	  not	  Australian.	  He	  is	  shaped	  by	  Australian	  culture	  and	  
experiences,	  but	  it	  doesn’t	  make	  him	  Australian.	  The	  Necks	  are	  Australian,	  and	  are	  unique	  in	  their	  
approach	  which	  differs	  from	  the	  American	  and	  European	  approaches	  but	  the	  actual	  music	  is	  not	  uniquely	  
Australian.	  
Whilst	  identifying	  that	  The	  Necks	  and	  Bernie	  McGann	  are	  unique	  in	  their	  approach,	  and	  incorporate	  cultural	  
features	  influenced	  by	  being	  residents	  of	  Australia,	  Nock	  believes	  they	  are	  individual	  practitioners	  and	  their	  music	  
is	  not	  Australian	  music.	  
Johnson	  places	  Australian	  jazz	  in	  relation	  to	  North	  American	  jazz:	  
The	  problem	  is	  aggravated	  in	  a	  way	  that	  doesn’t	  apply	  to	  its	  US	  models.	  That	  is,	  while	  they	  do	  have	  a	  kind	  
of	  canon	  of	  evergreens	  and	  standards	  as	  at	  least	  a	  notional	  benchmark,	  Australia	  does	  not,	  because	  our	  
local	  compositions	  are,	  comparatively	  speaking,	  so	  rarely	  recorded	  and	  performed	  by	  anyone	  except	  the	  
composers,	  that	  there	  is	  no	  equivalent	  canon.	  The	  reasons	  for	  this	  are	  deeply	  rooted	  in	  the	  cultural	  
histories	  of	  the	  two	  countries.	  In	  the	  long	  term,	  I	  think	  the	  only	  answer	  is	  a	  register	  online	  to	  which	  all	  
composers	  can	  upload	  their	  work.	  
This	  statement	  highlights	  the	  differences	  in	  national	  canons.	  Johnson’s	  solution	  of	  an	  online	  register	  of	  
compositions	  in	  which	  all	  composers	  can	  upload	  their	  work	  is	  an	  interesting	  notion,	  and	  might	  solve	  the	  problem	  
of	  making	  difficult	  decisions	  regarding	  inclusivity.	  	  
As	  with	  many	  survey	  respondents,	  key	  informants	  offered	  a	  range	  of	  opinions	  on	  whether	  there	  is	  an	  identifiable	  
Australian	  jazz	  sound,	  and	  if	  different	  regions	  make	  different	  sounding	  jazz.	  McAll	  states	  that	  “North	  American	  
jazz	  started	  out	  as	  distinctive	  when	  it	  was	  closer	  to	  its	  slave	  roots,	  but	  for	  my	  money	  it’s	  now	  just	  music.”	  This	  
illustrates	  that	  even	  though	  jazz	  was	  developed	  in	  New	  Orleans,	  a	  cultural	  melting	  pot,	  it	  was	  pure	  in	  the	  fact	  that	  
it	  was	  localised	  to	  a	  specific	  geography	  and	  did	  not	  contain	  collaborators	  from	  other	  countries	  in	  its	  early	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development.	  Perhaps,	  with	  the	  global	  spread	  of	  jazz	  through	  media	  over	  many	  decades,	  it	  has	  combined	  
influences	  with	  other	  sources	  and	  can	  now	  only	  be	  defined	  as	  ‘music’.	  	  
Burke’s	  own	  recording	  “The	  Edge	  Of	  Today”	  in	  which	  there	  are	  five	  different	  guitar	  collaborations	  from	  
Melbourne,	  each	  sound	  completely	  different.	  This	  demonstrates	  that	  a	  diversity	  of	  approach	  within	  the	  same	  city,	  
and	  thus	  does	  not	  demonstrate	  a	  consistency	  of	  approach.	  Perhaps	  this	  demonstrates	  an	  Australian	  jazz	  sound	  
includes	  a	  diversity	  of	  approach.	  Burke	  recollects	  a	  lecture	  in	  which	  Peter	  Sculthorpe	  “believed	  Australians	  have	  a	  
naivety	  in	  composing	  music	  which	  is	  positive,	  because	  of	  distance	  and	  geographic	  location.”	  	  
Burke	  believes	  education	  has	  a	  large	  impact	  on	  Australian	  jazz.	  “There	  were	  no	  jazz	  clubs	  in	  the	  80s.	  Electronic	  
music	  changed	  it	  all,	  it	  made	  people	  play	  more	  art	  music,	  including	  those	  musicians	  such	  as	  Brian	  Brown	  who	  
embraced	  electronic	  sounds.”	  	  
Burke	  believes	  Julien	  Wilson	  and	  Steve	  Magnusson	  possess	  an	  identifiable	  Australian	  jazz	  sound	  because	  they	  
both:	  “developed	  a	  personal	  voice	  first,	  then	  studied	  overseas.”	  Burke	  goes	  on	  to	  say:	  	  
Different	  areas	  of	  Australia	  are	  influenced	  by	  the	  (lack	  of)	  quality	  jazz	  education	  and	  instruction.	  
Australian	  jazz	  is	  very	  lyrical.	  We	  play	  through	  changes	  in	  a	  lyrical	  way,	  but	  have	  the	  craft.	  New	  York	  is	  fast	  
and	  harder:	  all	  about	  how	  your	  8th	  notes	  are	  feeling	  and	  how	  much	  jazz	  language	  do	  you	  have.	  All	  about	  
including	  history	  and	  content	  in	  your	  playing.	  Australian	  jazz	  players	  don’t	  have	  as	  much	  stylistic	  content.	  
North	  America	  is	  very	  geographic	  as	  well,	  e.g.,	  West	  Coast	  vs.	  New	  York.	  Because	  of	  geographic	  distance	  
we	  don’t	  have	  focus	  on	  language	  (in	  comparison	  to	  other	  cultural	  hubs,	  that	  is,	  Italy)	  or	  the	  focus	  on	  
swing	  beat.	  Italian	  opera’s	  Classical	  influence	  on	  Italian	  jazz	  makes	  it	  more	  lyrical.	  	  
Burke	  offers	  a	  strategy	  to	  develop	  an	  identifiable	  Australian	  jazz	  sound:	  
Australian	  secondary	  schools:	  get	  out	  the	  metronome	  like	  they	  do	  in	  the	  US.	  We	  need	  more	  of	  a	  focus	  on	  
rhythm	  here.	  We	  have	  grown	  up	  on	  classical	  music	  education:	  i.e.	  absence	  of	  improvisation	  in	  VCE	  
curriculum,	  also	  an	  absence	  on	  focus	  on	  time.	  Interpretation	  and	  individuality	  are	  already	  happening	  of	  
Australian	  jazz	  tunes,	  like	  the	  tune	  Bela	  Nova	  by	  Doug	  DeVries.	  Doug	  is	  committed	  to	  playing	  choro	  music	  
authentically	  and	  works	  hard	  at	  these	  stylistic	  conventions,	  but	  finds	  that	  when	  he	  plays	  with	  other	  
Australian	  musicians,	  they	  do	  not	  have	  the	  skills	  or	  knowledge	  to	  play	  choro	  music	  authentically.	  There	  
are	  artistic	  convention	  pressures	  from	  Brazil,	  but	  not	  so	  in	  Australia.	  Australia	  is	  a	  melting	  pot	  of	  cultures,	  
enabling	  cross-­‐pollination.	  
Burke	  goes	  on	  to	  say	  that	  the	  Australian	  jazz	  sound	  could	  be	  defined	  as	  taking	  things	  from	  different	  cultures	  and	  
making	  them	  our	  own	  with	  integrity.	  Learning	  the	  rules	  and	  then	  breaking	  them.	  
In	  summary,	  Burke	  believes	  that	  the	  Australian	  jazz	  sound	  contains	  a	  lot	  more	  freedom	  within	  the	  time,	  compared	  
to	  a	  New	  York	  approach;	  Australian	  jazz	  is	  more	  lyrical	  because	  its	  geographic	  isolation	  and	  has	  resulted	  in	  a	  
deficiency	  of	  attention	  on	  rhythm.	  Burke	  believes	  there	  needs	  to	  more	  literature	  on	  Australian	  jazz.	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Nock	  offers	  a	  differing	  opinion	  on	  defining	  a	  jazz	  sound:	  	  
Jazz	  is	  hard	  to	  describe:	  it	  is	  a	  command	  and	  understanding	  of	  jazz	  language.	  There	  are	  different	  
approaches	  even	  in	  North	  America,	  for	  example	  West	  Coast	  compared	  to	  New	  York.	  Certain	  things	  are	  
important	  in	  American	  jazz	  such	  as	  the	  importance	  of	  groove:	  this	  is	  not	  present	  in	  Europe	  or	  in	  Australia.	  
European	  jazz	  is	  hard	  to	  classify,	  as	  there	  are	  different	  approaches	  in	  countries	  such	  as	  France,	  Germany,	  
Sweden,	  Denmark,	  Spain	  and	  England.	  The	  best	  players	  are	  American,	  that’s	  a	  fact,	  and	  the	  heart	  of	  the	  
music	  is	  there.	  We	  don’t	  have	  the	  tradition	  in	  Australia.	  We	  are	  one	  of	  many	  branches	  on	  the	  tree	  of	  jazz,	  
but	  it	  is	  sustained	  by	  the	  roots	  of	  the	  tree	  (in	  North	  America).	  Australian	  students	  don’t	  possess	  the	  same	  
attitude	  that	  American	  students	  have	  in	  learning	  jazz.	  Jazz	  is	  attitude.	  Attitude	  is	  everything.	  Australians	  
have	  attitude,	  and	  that	  comes	  through	  in	  music:	  Irreverance,	  laid	  back	  etc.	  But	  this	  is	  not	  a	  stylistic	  thing.	  
Jazz:	  it	  aint	  watcha,	  it’s	  how’cha.	  (It	  aint	  what	  you	  do,	  it’s	  how	  you	  do	  it).	  
This	  provides	  a	  unique	  insight	  to	  the	  differences	  in	  jazz	  around	  the	  world.	  The	  symbolism	  of	  Australian	  jazz	  being	  
only	  one	  of	  many	  branches	  on	  the	  tree	  of	  jazz	  sustained	  by	  the	  North	  American	  roots	  is	  particularly	  relevant	  and	  
summarises	  the	  notion	  of	  Australian	  jazz	  to	  a	  degree.	  	  
Johnson	  believes	  John	  Sangster	  is	  the	  epitome	  of	  an	  Australian	  sound,	  but	  not	  specifically	  a	  ‘jazz’	  sound:	  
Apart	  from	  the	  fact	  that	  his	  works	  are	  played	  by	  more	  musicians	  than	  any	  other	  Australian	  composers,	  I	  
consider	  him	  (and	  have	  said	  so	  in	  print)	  to	  be	  the	  most	  monumental	  and	  broad-­‐ranging	  of	  any	  Australian	  
composer	  -­‐	  note	  I	  didn’t	  even	  qualify	  this	  with	  the	  descriptor	  ‘jazz’.	  
Grabowsky	  defines	  the	  Australian	  jazz	  scene:	  
At	  its	  worst	  the	  Australian	  jazz	  scene	  is	  Pavlovian:	  it’s	  like	  experiments	  with	  rats	  in	  a	  cage.	  At	  its	  best	  
Australian	  jazz	  is	  precious	  and	  wonderful.	  I	  don’t	  see	  why	  anybody	  would	  have	  a	  problem	  with	  the	  
concept	  of	  an	  AJRB,	  but	  as	  soon	  as	  you	  stick	  your	  neck	  out	  and	  raise	  your	  head	  above	  the	  crowd	  and	  put	  
something	  like	  this	  out,	  then	  sure,	  someone’s	  going	  to	  take	  a	  shot	  at	  you.	  
In	  responding	  to	  the	  question	  of	  what	  makes	  Australian	  jazz	  unique,	  observable,	  identifiable	  or	  different	  from	  jazz	  
produced	  elsewhere	  in	  the	  world,	  key	  informants	  were	  not	  able	  to	  specifically	  define	  these	  possible	  attributes.	  
McAll’s	  viewpoint	  is:	  “These	  days	  it’s	  more	  about	  individuals	  drawing	  inspiration	  from	  wide	  and	  varied	  sources.”	  
Burke	  believes	  Australian	  jazz	  is	  unique	  because	  of	  “irreverence,	  humor,	  less	  of	  a	  focus	  on	  8th	  note	  jazz	  language,	  
not	  as	  good	  rhythm.”	  Nock	  contradicts	  as	  well	  as	  confirms	  other	  key	  informants:	  
Australian	  jazz	  is	  not	  unique	  from	  anywhere	  else	  in	  the	  world.	  Australian	  people	  have	  certain	  qualities	  
such	  as	  irreverence,	  a	  laid	  back	  attitude,	  and	  a	  sense	  of	  humor	  which	  comes	  through	  in	  the	  playing,	  but	  
this	  does	  not	  make	  Australian	  jazz	  sound	  unique	  or	  identifiable.	  You	  are	  never	  going	  to	  find	  a	  satisfying	  
answer	  to	  what	  is	  jazz	  through	  words.	  Writing	  about	  music	  is	  like	  dancing	  about	  Architecture.	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Nock	  believes	  that	  there	  are	  certain	  cultural	  qualities	  and	  attitudes	  that	  come	  through	  in	  Australian	  jazz,	  but	  this	  
does	  not	  make	  Australian	  jazz	  unique.	  Nock	  believes	  that	  the	  notion	  of	  Australian	  jazz	  cannot	  be	  expressed	  in	  
words.	  
Grabowsky	  defines	  this	  problem:	  	  
The	  problem	  with	  jazz	  as	  a	  term	  it	  is	  both	  a	  strength	  and	  weakness.	  Jazz	  for	  most	  people	  is	  the	  picture	  of	  
what	  they	  have	  in	  their	  minds.	  There	  isn’t	  a	  thing	  called	  jazz.	  People	  have	  different	  ideas	  of	  what	  jazz	  
might	  be,	  dependent	  on	  where	  and	  when	  they	  encountered	  it	  and	  the	  role	  it	  had	  in	  their	  lives.	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Analysis	  of	  AJRB	  Volume	  II	  (Draft	  5)	  compositions	  
The	  draft	  AJRB	  assembled	  contained	  336	  tunes	  on	  464	  pages.	  Compositions	  were	  examined	  and	  were	  assessed	  on	  
the	  following	  criteria:	  
• Date	  Composed	  
• Difficulty	  (Easy,	  Medium,	  Hard)	  
• Mentioned	  in	  AJRB	  survey	  
• Possible	  study	  piece	  for	  VCE/	  AMEB/	  ANZCA/	  TAFE/	  Uni	  assessment	  
• Able	  to	  be	  played	  on	  gig	  (G)	  or	  requires	  rehearsal	  (R)	  
• Established	  artist	  with	  multiple	  recordings	  released	  
• Developing	  artist	  (less	  well-­‐known)	  
• Tune	  that	  has	  contributed	  to	  development	  of	  Australian	  jazz	  scene	  
• Features	  particular	  technique	  or	  musical	  element	  
	  
Whilst	  there	  is	  no	  hierarchy	  of	  features	  or	  importance	  of	  one	  factor	  over	  another,	  these	  attributes	  were	  
considered	  in	  developing	  a	  balance	  in	  the	  AJRB	  as	  identified	  by	  survey	  respondents,	  key	  informants,	  and	  real	  book	  
analysis.	  
Compositions	  were	  included	  to	  represent	  a	  diversity	  of	  musical	  elements,	  styles,	  difficulties,	  dates	  composed	  and	  
what	  the	  composer	  thought	  best	  demonstrated	  their	  compositional	  talents,	  and	  what	  they	  would	  be	  happy	  to	  
have	  other	  musicians	  re-­‐interpret	  and	  re-­‐imagine.	  This	  was	  identified	  as	  important	  from	  the	  correspondence	  by	  
Graeme	  Bell	  written	  to	  the	  editorial	  committee	  in	  assembling	  the	  original	  AJRB,	  housed	  in	  the	  Australian	  Jazz	  
Archive	  as	  part	  of	  the	  National	  Film	  and	  Sound	  Archive	  in	  Canberra.	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Table	  1:	  Analysis	  of	  AJRB	  Volume	  II	  (Draft	  5)	  Compositions	  
	  


















































Features	  particular	  technique	  






2003	   E	   	  	   	  	   G	   Y	   	  	   	  	   French	  Influence	  
17	  8	  dub	   Tom	  Fryer	   1994	   H	   	  	   Y	   R	   Y	   	  	   	  	   17/8	  time	  
24	  hour	  blues	   Mark	  
Fitzgibbon	  
2004	   E	   Y	   	  	   G	   Y	   	  	   	  	   Swingin	  
26th	  April	   Tony	  Gould	   2008	   M	   Y	   Y	   G	   Y	   	  	   	  	   Piano	  feature	  
A	  Life	  Too	  light	   Eugene	  Ball	   2009	   M	   Y	   	  	   R	   Y	   	  	   	  	   Complex	  harmony	  
A	  Mining	  Song	   Chris	  
Tanner	  
1996	   E	   	  	   	  	   G	   Y	   	  	   	  	   Political	  
A	  New	  Guinean	  
in	  New	  York	  
Eugene	  Ball	   2009	   M	   Y	   Y	   R	   Y	   	  	   	  	   250+bpm	  
About	  Stern	   Guy	  Strazz	   1999	   M	   	  	   	  	   R	   Y	   	  	   	  	   Funk,	  ala	  Mike	  Stern	  
Absent	  Friends	   Dave	  
Palmer	  
	  	   E	   	  	   	  	   g	   	  	   Y	   	  	   Good	  changes	  
Acceptance	   Mike	  Nock	   2003	   M	   y	   y	   G	   y	   	  	   	  	   Pedal	  
Adelaide	   James	  
Muller	  
2000	   H	   y	   y	   R	   Y	   	  	   	  	   Guitar	  feature	  
Affectionately	  
Yours	  
Mark	  Isaacs	   2007	   M	   	  	   	  	   G	   Y	   	  	   	  	   Standard	  changes	  
Agents	   Glenn	  
Cannon	  
2000	   H	   Y	   Y	   R	   Y	   	  	   	  	   Countdown	  changes,	  specific	  
bassline,	  seperate	  rhythm/lead	  
chart,	  fusion	  
Ah-­‐Kah-­‐Ha	   Lloyd	  
Swanton	  
1991	   E	   Y	   	  	   G	   Y	   	  	   	  	   Brazilian	  batucada	  
Alegre	  Em	  Acari	   Doug	  De	  
Vries	  
2005	   H	   Y	   Y	   R	   Y	   	  	   	  	   Choro	  










2003	   M	   	  	   	  	   R	   Y	   	  	   	  	   Complex	  harmony	  
All	  together	  
now	  
Jim	  Kelly	   1993	   M	   Y	   Y	   R	   Y	   	  	   	  	   Unison	  guitar/bass	  melody	  
Almost	  Daylight	   Bob	  
Barnard	  
2004	   E	   	  	   	  	   G	   Y	   	  	   	  	   Vocal	  standard	  
Alter	  the	  
aperture	  















2008	   M	   	  	   Y	   R	   Y	   	  	   	  	   Time	  and	  feel	  changes	  
Angel	   Paul	  
Grabowsky	  
1992	   M	   Y	   Y	   R	   Y	   	  	   Y	   Australian	  standard	  
Anthem	   Paul	  
Williamson	  
2005	   M	   Y	   Y	   R	   Y	   	  	   	  	   Time	  and	  feel	  changes	  
Apples	  be	  ripe	   Graeme	  
Bell	  
1951	   E	   Y	   	  	   G	   Y	   	  	   Y	   Australian	  standard	  
Archival	   Mark	  
Fitzgibbon	  
2004	   E	   	  	   	  	   G	   Y	   	  	   	  	   Good	  changes	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Azure	  Delius	   Bruce	  Cale	   1987	   H	   Y	   Y	   R	   Y	   	  	   Y	   Density	  
BalladNo3NY	   Luke	  
Howard	  
2002	   E	   Y	   	  	   G	   Y	   	  	   	  	   Beauty	  
Balthazar	   Graeme	  
Bell	  
1964	   M	   Y	   Y	   R	   Y	   	  	   Y	   Tpt/Trb	  combo	  
Barney's	  Waltz	  	   Tony	  
Barnard	  
2008	   E	   	  	   	  	   G	   	  	   	  	   	  	   Waltz	  
Batch	   Luke	  
Howard	  
2008	   E	   Y	   	  	   G	   Y	   	  	   	  	   Beauty	  
Batty's	  Bounce	   Andrew	  
Batterham	  





2000	   M	   Y	   	  	   G	   Y	   	  	   	  	   Sparse,	  tone	  
Becoming	   Tom	  
O'Halloran	  
2006	   H	   	  	   Y	   R	   	  	   Y	   	  	   6/4,	  density,	  4	  pages	  
Beethoven	   James	  
Muller	  
1998	   M	   Y	   Y	   G	   Y	   	  	   	  	   Harmony	  
Bela	  Nova	   Doug	  de	  
Vries	  
2005	   H	   Y	   Y	   R	   Y	   	  	   	  	   Choro,	  harmonic	  density	  
Bev's	  
Washboard	  
Stomp	  in	  B#	  
Graeme	  
Bell	  
2002	   E	   Y	   	  	   G	   Y	   	  	   Y	   Vocal	  standard	  
Beyond	  the	  
Shadow	  of	  Then	  
Eugene	  Ball	   2001	   H	   	  	   Y	   R	   Y	   	  	   	  	   Dexterity,	  range,	  time	  changes	  
Big	  Moon	   Lloyd	  
Swanton	  
1998	   M	   Y	   	  	   R	   Y	   	  	   	  	   Standard	  	  
Bindo	   Bruce	  Cale	   1980	   M	   	  	   	  	   R	   Y	   	  	   	  	   4ths/5ths	  	  
Birthday	  Blues	   Bernie	  
McGann	  
2008	   E	   Y	   	  	   G	   Y	   	  	   	  	   Blues	  head	  
Birthday	  Song	   Tony	  
Barnard	  
1996	   M	   	  	   Y	   R	   Y	   	  	   	  	   Samba	  





1995	   E	   	  	   	  	   G	   Y	   	  	   	  	   Vocal	  standard	  
Blue	  Mist	   Graeme	  
Bell	  





1978	   M	   Y	   	  	   G	   Y	   	  	   Y	   Blues	  LOTR	  
Blues	  for	  Cyber	   Bryce	  
Rohde	  
1970	   M	   Y	   Y	   R	   Y	   	  	   	  	   #11	  sound	  
Blues	  For	  Mr	  T	   Bob	  
Barnard	  
1975	   E	   Y	   	  	   G	   Y	   	  	   	  	   Standard	  changes	  




1998	   E	   Y	   	  	   G	   Y	   	  	   	  	   Groovy	  blues	  









1998	   M	   	  	   	  	   R	   Y	   	  	   	  	   Fast	  blues	  with	  bridge	  
Bodhisattva	   Tom	  Fryer	   1994	   H	   Y	   Y	   R	   Y	   	  	   	  	   13/16,	  11/16,	  14/16,	  6/16	  
Body	  Politics	  	   Greg	  Stott	   2007	   M	   	  	   	  	   R	   	  	   Y	   	  	   Angular	  	  
Boje	  	   Tom	  Fryer	   1994	   H	   	  	   Y	   R	   Y	   	  	   	  	   11-­‐Aug	  
Boundaries	   Steve	  
Magnusson	  
1997	   M	   Y	   Y	   R	   Y	   	  	   	  	   E7#9	  
Break	  Time	   Mike	  Nock	   	  	   H	   Y	   	  	   R	   Y	   	  	   	  	   Fast	  bebop	  
Breathe	  into	  
time	  
Diana	  Clark	   2005	   M	   Y	   Y	   R	   Y	   	  	   	  	   Vocal	  standard	  
Broken	   Andrea	  
Keller	  
2006	   M	   Y	   Y	   G	   Y	   	  	   	  	   Beauty	  
Brownsville	   Bernie	  
McGann	  
	  	   M	   Y	   	  	   G	   Y	   	  	   	  	   AABA	  standard	  
Bugpowder	  	   Adam	  
Simmons	  
2003	   H	   Y	   Y	   R	   Y	   	  	   	  	   "Crazy	  gypsy	  exterminator	  
speed"	  
Bull	  Ant	  Blues	   Graeme	  
Bell	  
1951	   M	   Y	   	  	   G	   y	   	  	   	  	   Standard	  
Bunyip	   Dale	  
Barlow	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Standard	  
88	  
	  
Call	  Of	  The	  Sea	   Bob	  
Sedergreen	  
1975	   M	   	  	   	  	   R	   Y	   	  	   	  	   Vocal	  standard	  
Camiletheny	  	   Dave	  
Palmer	  
	  	   H	   	  	   Y	   R	   	  	   Y	   	  	   Funk	  fusion	  
Canobolas	  Jump	   Ray	  
Vanderby	  





	  	   M	   	  	   	  	   G	   Y	   	  	   	  	   11ths	  and	  13ths	  
Carrie	   Niels	  
Rosendahl	  
2007	   M	   	  	   	  	   G	   	  	   Y	   	  	   Waltz,	  4:3	  
Ceremony	   Matt	  
McMahon	  
2006	   E	   	  	   	  	   G	   Y	   	  	   	  	   Sparse,	  tone	  
Chester	   Johnathan	  
Zwartz	  
2008	   M	   Y	   	  	   G	   Y	   	  	   	  	   Ballad	  
Chick	  Corea	   James	  
Muller	  










2005	   H	   Y	   Y	   R	   Y	   	  	   	  	   Choro	  
Cinderella	  Girl	   Dave	  
Dallwitz	  
1949	   E	   Y	   	  	   G	   Y	   	  	   	  	   Vocal	  standard	  
Circle	  Cycle	  	   Barney	  
McAll	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   4	  page	  ensemble	  reduction	  
Circle	  Of	  Trust	   Paul	  
Grabowsky	  
2003	   M	   Y	   Y	   R	   Y	   	  	   	  	   Beauty	  
Contemplation	   John	  
Mackey	  
2008	   E	   	  	   	  	   G	   	  	   Y	   	  	   Easy	  bebop	  tune	  
Convergence	   Tony	  King	   2002	   E	   	  	   	  	   G	   	  	   Y	   	  	   Easy	  swing	  
Cool	  Breeze	  	   John	  
Mackey	  










1967	   E	   Y	   	  	   G	   Y	   	  	   	  	   Db	  dixie	  
Crossover	  	   Daniel	  
Gassin	  
2004	   M	   Y	   Y	   R	   Y	   	  	   	  	   12-­‐Aug	  
Cruikshank	  Park	   Peter	  
Knight	  
2003	   M	   Y	   	  	   G	   Y	   	  	   	  	   Waltz	  




1999	   H	   Y	   Y	   R	   Y	   	  	   	  	   Polytonality	  
Curl	  	   Lloyd	  
Swanton	  
1991	   E	   Y	   	  	   G	   Y	   	  	   	  	   Calypso	  
Curls	   Michael	  
Story	  
2005	   M	   U	   	  	   R	   Y	   	  	   	  	   Swingin’	  
Curly	  Wants	  In	   Eugene	  ball	   2007	   H	   Y	   Y	   R	   Y	   	  	   	  	   Rhythm	  changes	  





1947	   E	   Y	   	  	   G	   Y	   	  	   Y	   Standard	  
D	  Blues	   James	  
Muller	  
2003	   M	   Y	   Y	   R	   Y	   	  	   	  	   Guitar	  feature	  
D-­‐Day	   Bernie	  
McGann	  
	  	   E	   Y	   	  	   G	   Y	   	  	   	  	   Standard	  changes	  
Daily	  Jazz	   Warwick	  
Dyer	  
1950	   E	   Y	   	  	   G	   Y	   	  	   	  	   Vocal	  standard	  
Dance	  the	  Red	  
Maiden	  	  
Eugene	  Ball	   2001	   M	   Y	   	  	   G	   Y	   	  	   	  	   Waltz	  
Daughters	  	   Joe	  
Chindamo	  
2008	   M	   Y	   	  	   G	   Y	   	  	   	  	   E	  pedal,	  Eb	  keychange	  
Dawnbird	   Mike	  Nock	   1980	   M	   Y	   	  	   G	   Y	   	  	   	  	   Samba	  
Deep	  Down	   Carl	  Orr	   2006	   E	   	  	   	  	   G	   Y	   	  	   	  	   Standard	  changes	  
Desertion	   Luke	  
Howard	  
2008	   M	   Y	   Y	   G	   Y	   	  	   	  	   Song-­‐like	  chord	  progression	  
Dexter's	  
Drawcard	  
Rory	  Clark	   2005	   M	   	  	   Y	   R	   	  	   Y	   	  	   Fast	  bebop	  
Digger’s	  Rest	   Brian	  
Brown	  
1958	   M	   Y	   Y	   R	   Y	   	   Y	   Australian	  Standard	  
Doo	  What	  	   Tony	  King	   2002	   E	   	  	   	  	   G	   	  	   Y	   	  	   Easy	  and	  groovy	  






Tony	  King	   2000	   E	   	  	   	  	   G	   	  	   Y	   	  	   Caravan-­‐like	  
Eagle	  Man	   Alister	  
Spence	  





2008	   M	   Y	   	  	   G	   Y	   	  	   	  	   Tango	  groove	  
Elegy	  for	  Rita	   Doug	  de	  
Vries	  
2003	   M	   Y	   Y	   R	   Y	   	  	   	  	   Guitar	  feature	  
Embracing	  You	   Mike	  Nock	   2007	   M	   Y	  	   	  	   G	   Y	   	  	   	  	   Piano	  feature	  
Esa	  Cara	   Don	  
Burrows	  
1968	   M	   Y	   Y	   G	   Y	   	  	   Y	   Classic	  Standard	  
Essential	  Integer	  	   Matt	  
Keegan	  





2009	   E	   	  	   	  	   	  	   	  	   	  	   	  	   	  	  
Eunoia	   Peter	  
Knight	  
2003	   M	   	  	   	  	   G	   Y	   	  	   	  	   #11	  and	  #5	  major	  sounds	  
Eye	  Of	  The	  
Rainbow	  
Mike	  Nock	   1979	   M	   Y	   	  	   R	   Y	   	  	   	  	   Piano	  feature	  
Facet	   Mark	  
Fitzgibbon	  
2004	   E	   Y	   	  	   G	   Y	   	  	   	  	   Waltz	  ballad	  
Fading	  Away	   Tim	  Wilson	   2004	   M	   Y	   Y	   R	   Y	   	  	   	  	   4	  page	  ensemble	  reduction	  
Fall	  	   Eugene	  Ball	   1996	   E	   Y	   	  	   G	   Y	   	  	   	  	   Waltz	  	  
Farewell	  
Kimousabi	  
Simon	  Starr	   1997	   M	   	  	   	  	   R	   Y	   	  	   	  	   Waltz	  




1997	   E	   Y	   	  	   G	   Y	   	  	   	  	   Standard	  
Folksong	   Luke	  
Howard	  
2000	   M	   Y	   Y	   R	   Y	   	  	   	  	   Piano	  feature	  
Food	  Man	  Too	   Jim	  Kelly	   1995	   M	   Y	   Y	   R	   Y	   	  	   	  	   Fusion	  
For	  Bernie	   Andrea	  
Keller	  
2005	   M	   Y	   Y	   R	   Y	   	  	   	  	   Piano	  feature	  
For	  Gabriel	   Steve	  
Magnusson	  
2007	   M	   Y	   Y	   R	   Y	   	  	   	  	   Waltz	  
For	  Tomorrow	   Tony	  Gould	   2006	   M	   Y	   Y	   R	   Y	   	  	   	  	   Piano	  feature	  
From	  Where	  We	  
Came	  
Bruce	  Cale	   1972	   M	   Y	   Y	   R	   Y	   	  	   	  	   Vocal	  standard	  
Für	  Oigen	   Tamara	  
Murphy	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   5/4	  time	  




2006	   H	   	  	   Y	   R	   Y	   	  	   	  	   Density,	  fusion,	  5	  pages,	  time	  
changes	  




1962	   M	   Y	   Y	   R	   Y	   	  	   Y	   Standard	  
Glenroy	   Mark	  
Fitzgibbon	  
2004	   M	   Y	   Y	   R	   Y	   	  	   	  	   Standard	  changes	  
Gnu	   Peter	  
Knight	  





2005	   M	   Y	   	  	   G	   Y	   	  	   	  	   2/4,	  accompanying	  bassline	  
Gravel	  Rash	   Jake	  Mason	   2002	   E	   	  	   	  	   G	   Y	   	  	   	  	   Funky	  blues	  with	  unique	  
turnaround	  
Green	  Eyes	  	   James	  
Muller	  
2000	   M	   Y	   Y	   R	   Y	   	  	   	  	   7/4,	  guitar	  feature	  
Gypsy	  Twist	   Jim	  Kelly	   2007	   M	   Y	   	  	   G	   Y	   	  	   	  	   Ballad	  
Habitat	   Steve	  
Hunter	  
2008	   H	   Y	   Y	   R	   Y	   	  	   	  	   Funk/jazz	  bass	  feature	  
Hackensack	   Tony	  King	   2000	   E	   	  	   	  	   G	   	  	   Y	   	  	   Swingin’	  standard	  
Hawk	  Eye	   Bruce	  Cale	   1985	   M	   Y	   	  	   G	   Y	   	  	   	  	   Standard	  
Heart	  Slog	   Nashua	  Lee	   2008	   M	   	  	   	  	   R	   	  	   Y	   	  	   3/4,	  4:3	  
Her	  Smile	   Michael	  
Story	  
2008	   M	   Y	   	  	   R	   	  	   Y	   	  	   Harmony	  




1991	   E	   Y	   	  	   G	   Y	   	  	   Y	   Standard	  
90	  
	  
Heritage	   Lachlan	  
Davidson	  
1999	   M	   Y	   Y	   G	   Y	   	  	   	  	   Celtic	  ballad	  
Heuter	  Lane	   Bryce	  
Rohde	  
1967	   M	   Y	   	  	   R	   Y	   	  	   	  	   Time	  changes	  
Hittin'	  Myths	  	   Dale	  
Barlow	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   6/4	  latin	  shuffle	  
Hornsby	   Luke	  
Howard	  
2007	   E	   Y	   Y	   G	   Y	   	  	   	  	   Song-­‐like	  chord	  progression	  




1971	   M	   Y	   Y	   G	   Y	   	  	   	  	   Off	  beat	  melody	  rhythm	  




2008	   M	   Y	   	  	   G	   Y	   	  	   	  	   Country	  
I	  think	  I	  Always	  
Knew	  
Nat	  Bartsch	   2008	   M	   	  	   	  	   G	   	  	   Y	   	  	   Ballad	  
Iamb	   Matt	  
McMahon	  





2009	   E	   	  	   	  	   G	   Y	   	  	   	  	   Rhythm	  changes	  
Imogen	   Tony	  Gould	   2010	   M	   Y	   	  	   R	   Y	   	  	   	  	   Piano	  feature,	  ostinato	  
In	  Disguise	   Jim	  Kelly	   2002	   M	   Y	   	  	   R	   Y	   	  	   	  	   2	  voice	  harmony	  melody	  
Ingenuous	  Ant	   Simon	  Starr	   2004	   M	   Y	   	  	   R	   Y	   	  	   	  	   Swing	  
INS	  	   Matt	  
Keegan	  
2002	   M	   Y	   	  	   R	   Y	   	  	   	  	   7/4	  time	  
Intersection	   Bob	  
Sedergreen	  
1976	   M	   Y	   Y	   G	   Y	   	  	   Y	   Vocal	  standard	  
Is	  He	  Back	  Yet	   Graeme	  
Bell	  
2007	   E	   Y	   	  	   G	   Y	   	  	   Y	   Standard	  
Is	  it	  Spring	  Yet	   Tony	  Gould	   2006	   M	   Y	   	  	   R	   Y	   	  	   	  	   Piano	  feature,	  hush	  collection	  




1990	   E	   Y	   	  	   G	   Y	   	  	   	  	   Standard	  
Izone	   Mark	  
Fitzgibbon	  
2004	   M	   Y	   	  	   R	   Y	   	  	   	  	   Standard	  
Jagungal	  	   Matt	  
McMahon	  
2006	   M	   Y	   	  	   R	   Y	   	  	   	  	   Pedal,	  sus	  sounds	  
Jazz	  Couch	  	   Dale	  
Barlow	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   C13sus4	  
jellyfish	   Joel	  Woolf	   2007	   M	   	  	   	  	   R	   	  	   Y	   	  	   Semiquaver	  melody	  
Jettison	   Vince	  Jones	   2006	   M	   Y	   Y	   R	   Y	   	  	   	  	   Vocal	  standard	  
Jim's	  Favourite	   Andrea	  
Keller	  





1950	   M	   Y	   Y	   R	   Y	   	  	   Y	   Standard	  	  
Jungle	  Music	   Carl	  Orr	   1993	   M	   Y	   	  	   R	   Y	   	  	   	  	   6/4	  fusion	  




1980	   E	   Y	   	  	   G	   Y	   	  	   	  	   Maj7ths	  throughout,	  sparse	  
melody	  
Just	  Because	   Lachlan	  
Davidson	  
1999	   M	   Y	   	  	   G	   Y	   	  	   	  	   Blues	  shuffle	  
Kaffir	  Song	   John	  
Sangster	  
1966	   E	   Y	   	  	   G	   Y	   	  	   Y	   6/8	  groove	  
Kanimbla	  
(Valley)	  
Bruce	  Cale	   1985	   M	   Y	   	  	   R	   Y	   	  	   	  	   Waltz	  
Kenny	   Paul	  
Williamson	  
2003	   M	   Y	   Y	   R	   Y	   	  	   	  	   6/8	  time,	  bass	  ostinato	  
Kick	  The	  
Beanbag	  






1968	   M	   Y	   Y	   R	   Y	   	  	   Y	   Mambo,	  5:4	  
Kitty	   Mark	  
Fitzgibbon	  
2004	   M	   	  	   	  	   R	   Y	   	  	   	  	   Waltz	  
Knitting	  Class	   Bryce	  
Rohde	  
1972	   M	   Y	   Y	   R	   Y	   	  	   	  	   Vocal	  standard	  
Koo's	  Blues	   Terence	  
Koo	  
2008	   E	   	  	   	  	   G	   	  	   Y	   	  	   Easy	  blues	  for	  beginner	  
91	  
	  
La	  Jaquine	  	   Lachlan	  
Davidson	  
1997	   M	   Y	   Y	   G	   Y	   	  	   	  	   Funky	  latin	  
La	  Scragga	  	   Paul	  
Grabowsky	  
1992	   M	   Y	   Y	   R	   Y	   	  	   	  	   Beauty	  
Lady	  Geri	   Andrea	  
Keller	  
2006	   M	   Y	   	  	   R	   Y	   	  	   	  	   Minimalist	  
Landscape	  	   Gian	  Slater	   2004	   M	   Y	   Y	   R	   Y	   	  	   	  	   Vocal	  standard	  
Leaf	  blower	  	   Joel	  Woolf	   2006	   M	   Y	   Y	   R	   	  	   Y	   	  	   Heavy	  duty	  arpeggiated	  
melody	  
Leaving	  	   Dale	  
Barlow	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Time	  changes	  
Less	  Is	  More	   Jim	  Kelly	   1996	   M	   Y	   Y	   R	   Y	   	  	   	  	   Funky	  
Let's	  Look	  	   Steve	  
Hunter	  





1995	   M	   Y	   	  	   G	   Y	   	  	   	  	   Vocal	  standard	  
Lexie	   Mark	  
Fitzgibbon	  
2004	   M	   Y	   	  	   G	   Y	   	  	   	  	   Fast	  swing	  
Life	  That	  Lingers	   Andrea	  
Keller	  
2004	   M	   Y	   Y	   R	   Y	   	  	   	  	   Piano	  feature,	  time	  changes	  
Life’s	  a	  bitch	   John	  Turcio	   2006	   M	   Y	   Y	   R	   Y	   	  	   	  	   Shuffly	  funk	  
Lo	  Siento	   Greg	  Stott	   2000	   M	   	  	   	  	   G	   	  	   Y	   	  	   Standard	  changes	  
Long	  ago	   Doug	  de	  
Vries	  
1989	   M	   Y	   Y	   R	   Y	   	  	   	  	   Vocal	  standard	  
Los	  angeles	   Joel	  Woolf	   2006	   M	   	  	   	  	   G	   	  	   Y	   	  	   m3	  pedal	  
Lost	  City	   Dale	  
Barlow	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Counterpoint	  
Love	  and	  Logic	  	   Steve	  
Hunter	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Bassline	  harmony	  
Lullaby	  	   Tamara	  
Murphy	  
2008	   M	   Y	   Y	   G	   Y	   	  	   	  	   Beauty	  
Mafeking	   Ben	  
Robertson	  





1985	   M	   Y	   Y	   G	   Y	   	  	   	  	   Vocal	  standard	  
Making	  Merry-­‐O	   Doug	  de	  
Vries	  
2000	   M	   Y	   Y	   R	   Y	   	  	   	  	   Fast	  




1990	   E	   Y	   	  	   G	   Y	   	  	   Y	   Standard	  
Margarita	  Thing	   Sandy	  
Evans	  





2008	   M	   Y	   Y	   G	   Y	   	  	   	  	   2	  voice	  12/8	  blues	  
Mark	  Fitz	  	   Cam	  
McAllister	  
2005	   M	   Y	   	  	   R	   Y	   	  	   	  	   Disjointed	  comp	  
Medium	  Rare	   Paul	  
Grabowsky	  
1992	   M	   Y	   Y	   R	   Y	   	  	   	  	   Medium	  swing	  
Mercury	   Alister	  
Spence	  










2005	   M	   Y	   Y	   R	   Y	   	  	   	  	   Piano	  feature	  
Mossaflo	   Mike	  Nock	   1979	   M	   Y	   Y	   G	   Y	   	  	   	  	   Bossa	  Nova	  
Mr	  Man	   James	  
Muller	  
1998	   H	   Y	   Y	   R	   Y	   	  	   	  	   Rhythm	  changes	  
Mrs	  Stalwart	  	   Gian	  Slater	   2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Vocal	  standard	  
Ms	  K	  	   Andy	  Sugg	   2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Standard	  
Murray	  Cod	   Dave	  
Dallwitz	  
1990	   M	   Y	   Y	   G	   Y	   	  	   Y	   Standard	  
My	  Father	  My	  
Son	  
John	  Turcio	   2003	   M	   Y	   Y	   G	   Y	   	  	   	  	   Beauty,	  tone	  




2003	   M	   Y	   	  	   R	   Y	   	  	   	  	   Standard	  
Mysteriss	  	   Barney	  
McAll	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Multiple	  part	  reduction	  
92	  
	  
Native	  Strut	   Glenn	  
Cannon	  
2004	   M	   Y	   Y	   R	   Y	   	  	   	  	   Fusion,	  time	  changes	  
Never	  Forget	   Alister	  
Spence	  
2004	   M	   Y	   Y	   R	   Y	   	  	   	  	   Standard	  
New	  Eyes	   Barney	  
McAll	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Ensemble	  reduction,	  7	  flats,	  	  
Newphoria	   Dale	  
Barlow	  
2008	   M	   Y	   Y	   G	   Y	   	  	   	  	   Standard	  
No	  Name	  	   Aaron	  
Flower	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Standard	  
Norway	   Matt	  
Keegan	  
2000	   M	   Y	   Y	   R	   Y	   	  	   	  	   Jazz	  rock	  
Off	  The	  Cuff	   John	  
Mackey	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Fast	  swing	  hard	  bop	  
On	  My	  Skin	   Jacqueline	  
Gawler	  
2007	   M	   Y	   Y	   R	   Y	   	  	   	  	   Vocal	  standard	  
Our	  Galaxy	   Gian	  Slater	   2007	   E	   Y	   Y	   G	   Y	   	  	   	  	   Vocal	  standard	  
Overtime	   Tony	  
Barnard	  
1996	   M	   Y	   Y	   G	   Y	   	  	   	  	   Ballad	  
P	  is	  for	  pumpkin	   Eugene	  Ball	   2003	   M	   Y	   	  	   R	   Y	   	  	   	  	   Rock	  
Parnu	  Beach	   Alister	  
Spence	  
1990	   H	   Y	   Y	   R	   Y	   	  	   	  	   Density	  
Pawns	   Tim	  Wilson	   2006	   E	   Y	   	  	   G	   Y	   	  	   	  	   Ballad,	  sparse	  
Pendulum	   Gerard	  
Masters	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Pedal	  
Peppercorns	  
and	  Wet	  Trees	  
Peter	  
Knight	  
2003	   E	   Y	   	  	   G	   Y	   	  	   	  	   Sparse,	  3/4	  
Peregrine	  	   Doug	  de	  
Vries	  
2000	   M	   Y	   Y	   R	   Y	   	  	   	  	   Guitar	  feature	  










2003	   M	   Y	   Y	   R	   Y	   	  	   	  	   Ensemble	  reduction	  
Pythonicity	   Tim	  
Rollinson	  
1992	   M	   Y	   Y	   R	   Y	   	  	   Y	   Acid	  jazz	  
Queen	  Of	  Mean	  	   Paul	  
Williamson	  





2009	   M	   Y	   y	   R	   Y	   	  	   	  	   Ensemble	  reduction	  
Quiet	  	   Tony	  Gould	   2006	   M	   Y	   Y	   R	   Y	   	  	   	  	   Beauty,	  tone	  
Re	  song	  I	  knew	   Ben	  
Robertson	  





2003	   M	   Y	   Y	   R	   Y	   	  	   	  	   Piano	  feature	  
Red	  and	  Grey	   Eugene	  Ball	   2006	   M	   Y	   	  	   R	   Y	   	  	   	  	   Time	  changes	  
Red	  Hot	  Go	   Paul	  
Williamson	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Rockin'	  shuffle	  
Red	  Rocket	  	   Gerard	  
Masters	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Swing	  
Redemption	   Margot	  
Leighton	  	  
2004	   E	   Y	   Y	   G	   Y	   	  	   	  	   Vocal	  standard	  
Red	  Red	  Road	   Luke	  
Howard	  
2005	   M	   Y	   Y	   R	   Y	   	  	   	  	   Fusion	  
Redsette	   Luke	  
Howard	  
2008	   E	   Y	   Y	   G	   Y	   	  	   	  	   3/4	  time	  
Reverie	  	   Herb	  
Jennings	  
2003	   E	   Y	   	  	   G	   Y	   	  	   	  	   Rhumba	  
Richie	  P	   Gerard	  
Masters	  





2000	   E	   Y	   Y	   R	   Y	   	  	   	  	   Beauty,	  tone	  





1951	   M	   Y	   Y	   R	   Y	   	  	   Y	   Ragtime	  
Roundtrip	   Daniel	  
Gassin	  
2003	   M	   Y	   	  	   R	   Y	   	  	   	  	   6/4	  time,	  piano	  
ROUTE	  666	   Barney	  
McAll	  





Jim	  Kelly	   1991	   M	   Y	   Y	   R	   Y	   	  	   	  	   Fusion	  
Russian	  Cutlet	   Simon	  Starr	   2001	   H	   Y	   Y	   R	   Y	   	  	   	  	   Density	  
Rustic	   Julien	  
Wilson	  
	  	   M	   Y	   	  	   R	   Y	   	  	   	  	   Sparse,	  tone	  
Sad	  Song	   Aaron	  
Flower	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Ballad	  
Saha	   Sandy	  
Evans	  
2009	   M	   Y	   Y	   R	   Y	   	  	   	  	   Ballad	  
Sam	  The	  Man	   John	  
Sangster	  
1978	   E	   Y	   Y	   G	   Y	   	  	   Y	   Swing,	  standard	  changes	  
Sango	   Bob	  
Barnard	  
1997	   M	   Y	   	  	   G	   Y	   	  	   	  	   Swing,	  standard	  changes	  
Scarlette	  	   Glenn	  
Cannon	  
2006	   M	   Y	   	  	   R	   Y	   	  	   	  	   Fusion	  
Sceptre	   Dale	  
Barlow	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Saxophone	  feature	  
Sean	  Wayland	   Gerard	  
Masters	  





2008	   E	   Y	   	  	   G	   Y	   	  	   	  	   3/4	  time,	  sparse	  
See-­‐Saw	   Dale	  
Barlow	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Fast	  Latin	  
Seek	   Eugene	  ball	   2003	   M	   Y	   	  	   R	   Y	   	  	   	  	   Call	  and	  answer	  
She	  Guards	  the	  
Dream	  
Eugene	  ball	   2007	   M	   Y	   Y	   R	   Y	   	  	   	  	   3/4	  waltz	  
Shoe	  Laces	  	   Ken	  
Schroder	  
2005	   M	   Y	   	  	   R	   Y	   	  	   	  	   Bossa	  Nova	  
Short	  Sleeves	  	   Leo	  Dale	   2004	   M	   Y	   Y	   R	   Y	   	  	   	  	   Samba	  
Silhouette	   Andy	  Sugg	   2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Tango	  ballad	  
Silverland	   Paul	  
Grabowsky	  
2002	   M	   Y	   Y	   R	   Y	   	  	   Y	   Rubato	  
Sixteen	  	   Alister	  
Spence	  
2004	   M	   Y	   	  	   R	   Y	   	  	   	  	   6	  flats,	  repetition	  melody	  
Skin	  on	  Skin	   Lloyd	  
Swanton	  
1995	   M	   Y	   	  	   G	   Y	   	  	   	  	   16ths	  ballad	  
Slightly	  Blue	   Don	  
Burrows	  
1968	   E	   Y	   Y	   G	   Y	   	  	   Y	   Blues	  Standard	  
Smackarooney	   Bob	  
Barnard	  
1980	   E	   Y	   	  	   G	   Y	   	  	   	  	   Standard	  changes	  
SMD	   Andrew	  
Batterham	  





2004	   M	   Y	   	  	   G	   Y	   	  	   	  	   Standard	  
So	  It	  Goes	  	   Stephen	  
Magnusson	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Angular	  	  
So	  To	  Speak	  	   Steve	  
Hunter	  
1999	   H	   Y	   Y	   R	   Y	   	  	   	  	   7/4	  bass	  harmonic	  feature	  




2008	   E	   Y	   	  	   G	   Y	   	  	   	  	   Standard	  
Something	  
Groovy	  
Adam	  Starr	   2003	   H	   Y	   Y	   R	   Y	   	  	   	  	   Rhythm	  changes	  
Song	  from	  the	  
Highest	  Tower	  
Eugene	  ball	   2009	   M	   Y	   	  	   R	   Y	   	  	   	  	   Harmony	  
Sophical	  	   Tony	  King	   2000	   E	   Y	   	  	   G	   Y	   	  	   	  	   6/8	  time	  
Soul	  Illusions	  	   Peter	  
Petrucci	  
2008	   M	   Y	   	  	   G	   Y	   	  	   	  	   Ballad	  
Spaced	  Out	  	   Guy	  Strazz	   2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Funky	  Bossa	  
Spirit	  Song	   Bernie	  
McGann	  
1980	   M	   Y	   	  	   R	   Y	   	  	   Y	   Ballad	  
Stand	  Alone	   Carl	  Orr	   2006	   M	   Y	   Y	   R	   Y	   	  	   	  	   5/4	  time	  
Stationary	  	   Luke	  
Howard	  





















2003	   H	   Y	   Y	   R	   Y	   	  	   	  	   Ensemble	  reduction	  
Tango	  Moravia	  	   Graeme	  
Bell	  
1995	   E	   Y	   	  	   G	   Y	   	  	   Y	   Tango	  
Tassajara	  	   Bryce	  
Rohde	  
1979	   H	   Y	   Y	   R	   Y	   	  	   Y	   Samba	  
That	  Day	   Andrea	  
Keller	  
2000	   M	   Y	   	  	   R	   Y	   	  	   	  	   Ensemble	  reduction	  





2008	   E	   Y	   	  	   G	   Y	   	  	   	  	   Guitar	  feature	  









1969	   M	   Y	   Y	   R	   Y	   	  	   	  	   Standard	  
The	  Lucky	  Ones	  	   Tony	  Gould	   2010	   M	   Y	   	  	   R	   Y	   	  	   	  	   Piano	  feature	  
The	  Magpie	  	   Ted	  
Nettelbeck	  





1997	   M	   Y	   	  	   R	   Y	   	  	   	  	   Vocal	  standard	  
The	  Pearly	  
Shells	  Theme	  	  
Steve	  
Purcell	  
1998	   E	   Y	   Y	   G	   Y	   	  	   	  	   Standard	  




2002	   M	   Y	   Y	   R	   Y	   	  	   	  	   Standard	  
The	  real	  mc	  coy	  	   John	  Turcio	   2003	   M	   Y	   Y	   R	   Y	   	  	   	  	   Latin	  
The	  Rent	  Nazi	   Aaron	  
Flower	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Standard	  




2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Country	  
The	  Shaman	  	   Tony	  King	   2000	   E	   Y	   	  	   G	   Y	   	  	   	  	   Funky	  












2005	   M	   Y	   Y	   G	   Y	   	  	   	  	   Swingin’	  
The	  Vampress	  	   Paul	  
Williamson	  
2005	   H	   Y	   	  	   R	   Y	   	  	   	  	   Straight	  groove	  




1995	   M	   Y	   	  	   G	   Y	   	  	   	  	   Jazz	  hip	  hop	  
Thick	  As	  Thieves	  	   Dale	  
Barlow	  
2008	   H	   Y	   Y	   R	   Y	   	  	   	  	   Saxophone	  feature	  
Thing-­‐King	   Dale	  
Barlow	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   5/4	  standard	  
Three	  Rivers	  	   Steve	  
Hunter	  
2008	   M	   Y	   	  	   G	   Y	   	  	   	  	   3/4	  standard	  
Toys	   Lachlan	  
Davidson	  
1996	   M	   Y	   Y	   G	   Y	   	  	   	  	   Funk	  
Transformation	   Lisa	  Young	   1992	   M	   Y	   Y	   R	   Y	   	  	   	  	   Vocal	  standard	  
Troubleshooter	   Ray	  
Vanderby	  
2009	   E	   Y	   	  	   G	   Y	   	  	   	  	   Swing	  
Tumbling	   Nat	  Bartsch	   2007	   M	   Y	   	  	   R	   Y	   	  	   	  	   Freely	  




2000	   E	   Y	   	  	   G	   Y	   	  	   	  	   Reggae	  
Turnover	  	   Lloyd	  
Swanton	  
1991	   M	   Y	   	  	   G	   Y	   	  	   	  	   New	  Orleans	  2nd	  line	  
Twilight	  Rain	  	   Alister	  
Spence	  
2000	   M	   Y	   Y	   R	   Y	   	  	   	  	   Bass	  riff	  
Twister	  	   Guy	  Strazz	   2003	   M	   Y	   Y	   R	   Y	   	  	   	  	   Jazz	  funk	  
Unwritten	  Law	  	   Tamara	  
Murphy	  
2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Bass	  feature	  
Visby	  	   Dale	  
Barlow	  
2008	   M	   Y	   Y	   G	   Y	   	  	   Y	   Ballad	  




Warmer	  	   Bryce	  
Rohde	  





1980	   M	   Y	   	  	   R	   Y	   	  	   	  	   Standard	  
Welshmertz	  	   Paul	  
Williamson	  
2008	   M	   Y	   Y	   G	   Y	   	  	   	  	   Groovy	  blues	  
What	  else	  	   John	  Turcio	   2002	   M	   Y	   Y	   G	   Y	   	  	   	  	   Fast	  Latin	  




2008	   M	   Y	  	   	  	   G	   Y	   	  	   	  	   Standard	  
Why	  Should	  
There	  Be	  Stars	  	  
Bryce	  
Rohde	  





1962	   M	   Y	   Y	   R	   Y	   	  	   Y	   Australian	  standard	  
Wise	  Ones	  	   Guy	  Strazz	   1998	   M	   Y	   	  	   G	   Y	   	  	   	  	   Jazz	  waltz	  
Wist	   Paul	  
Grabowsky	  
2002	   M	   Y	   Y	   R	   Y	   	  	   Y	   Standard	  
Witch	  Doctor	  	   Lachlan	  
Davidson	  
1995	   M	   Y	   Y	   G	   Y	   	  	   	  	   Funk	  
Xmas	  Eve	  	   Jack	  
Pantazis	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Standard	  
Yacht	  Jazz	  	   Simon	  Starr	   2006	   H	   Y	   Y	   R	   Y	   	  	   	  	   Funky	  
Yellow	  Is	  For	  
Sunshine	  
Zoe	  Frater	   2008	   M	   Y	   	  	   R	   Y	   	  	   	  	   Rubato	  
Yemaya	   Barney	  
McAll	  
2008	   M	   Y	   Y	   R	   Y	   	  	   	  	   Ensemble	  reduction	  
Yesterday	  
remembered	  
John	  Turcio	   2003	   M	   Y	   Y	   R	   Y	   	  	   	  	   Latin	  
Zee	  Zee	  	   Tom	  
O'Halloran	  
2006	   H	   Y	   Y	   R	   Y	   	  	   	  	   Density	  
Zee-­‐Bra	   Alister	  
Spence	  
2000	   M	   Y	   Y	   R	   Y	   	  	   	  	   Piano	  feature	  
	  
Table	  1	  demonstrates	  that	  the	  draft	  AJRB	  contains:	  
• A	  variety	  of	  difficulties:	  Easy:	  69;	  Medium:	  233;	  Hard:	  35.	  
• A	  variety	  of	  Performance	  techniques	  and	  musical	  elements:	  more	  than	  100	  different	  techniques	  and	  
elements	  were	  recorded.	  
• A	  range	  of	  composition	  dates,	  from	  1947	  to	  2010,	  with	  the	  average	  year	  of	  composition	  being	  1999.	  	  
There	  is	  a	  balance	  between	  representing	  tunes	  by	  established	  artists	  with	  multiple	  recordings	  released	  (314),	  and	  
representing	  developing	  artists	  that	  are	  less	  well-­‐known	  (21),	  which	  is	  in	  accordance	  with	  the	  survey	  findings.	  The	  
above	  list	  demonstrates	  a	  focus	  on	  inclusion,	  consistent	  with	  correspondence	  received	  in	  the	  survey,	  as	  well	  as	  
key	  informant	  interviews.	  There	  are	  36	  tunes	  that	  were	  identified	  as	  having	  contributed	  to	  the	  development	  of	  
Australian	  jazz.	  
The	  draft	  AJRB	  represents	  the	  balance	  of	  results	  from	  the	  survey	  with	  key	  informant	  interviews	  in	  a	  number	  of	  
areas.	  The	  ‘importance-­‐ometer’	  measurement	  of	  how	  many	  times	  a	  particular	  artist	  was	  mentioned	  in	  the	  survey	  
was	  taken	  into	  account,	  with	  artists	  at	  the	  top	  of	  the	  list	  having	  more	  tunes	  in	  the	  draft	  AJRB.	  Balancing	  this	  is	  the	  
need	  to	  be	  as	  inclusive	  as	  possible,	  with	  developing	  artists	  represented.	  Managing	  the	  size	  of	  the	  AJRB	  has	  been	  
an	  issue,	  as	  the	  desire	  for	  inclusiveness	  had	  to	  be	  balanced	  with	  creating	  an	  AJRB	  of	  a	  manageable	  size.	  If	  the	  
physical	  size	  and	  weight	  was	  not	  an	  issue	  in	  the	  AJRB,	  more	  tunes	  could	  be	  included.	  This	  is	  a	  consideration	  for	  
digital	  delivery,	  where	  size	  is	  not	  an	  issue.	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A	  range	  of	  styles	  incorporating	  many	  different	  performance	  and	  compositional	  techniques	  are	  represented	  in	  the	  
above	  list.	  Additionally,	  a	  range	  of	  difficulties	  are	  included,	  from	  tunes	  one	  could	  sight	  read	  on	  a	  gig,	  as	  well	  as	  
compositions	  that	  require	  practice	  and	  study	  to	  perform.	  This	  is	  consistent	  with	  the	  findings	  from	  the	  survey.	  	  
A	  range	  of	  composition	  dates	  was	  identified	  as	  being	  important	  to	  include	  in	  the	  AJRB,	  with	  the	  majority	  of	  
respondents	  saying	  that	  they	  do	  not	  want	  compositions	  limited	  to	  a	  particular	  timeframe.	  This	  has	  been	  
represented	  in	  the	  list	  above,	  and	  in	  the	  draft	  AJRB.	  
Overall	  the	  draft	  AJRB	  was	  created	  according	  to	  the	  results	  gained	  from	  the	  survey.	  The	  key	  informant	  interviews	  
provided	  detail	  on	  how	  the	  draft	  AJRB	  can	  be	  improved,	  and	  provide	  advice	  as	  to	  what	  can	  be	  taken	  out,	  as	  well	  
as	  put	  in.	  The	  interviews	  were	  used	  to	  refine	  each	  draft	  of	  the	  AJRB.	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Figure	  33:	  Real	  Book	  Dates	  of	  Composition	  Comparison	  



































































































































































































































































































































































1918	  1920	  1922	  1924	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  1928	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  1990	  




Figure	  36:	  Sher	  New	  Real	  Book	  3	  Dates	  of	  Composition	  Comparison	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Real	  Book	  composition	  analysis	  
Commonly	  available	  Real	  Books	  (Sher	  New	  Real	  Books	  1,	  2,	  3	  and	  Hal	  Leonard	  Real	  Books	  1,	  2,	  3)	  were	  identified	  
for	  analysis.	  These	  Real	  Books	  were	  determined	  to	  be	  common,	  available	  and	  in	  widespread	  use	  by	  examining	  the	  
libraries	  of	  educational	  institutions	  that	  offer	  music	  courses;	  assessing	  professional	  performer’s	  real	  book	  
collections;	  seeing	  which	  real	  books	  are	  used	  on	  gigs;	  talking	  with	  key	  informants;	  and	  evaluating	  which	  Real	  
Books	  were	  most	  popular	  and	  in	  most	  use	  by	  asking	  print	  music	  retailers.	  It	  was	  noted	  that	  the	  Hal	  Leonard	  series	  
is	  based	  on	  the	  original	  1970s	  bootlegged	  Real	  Book	  developed	  by	  Berklee	  College	  students.	  	  
	  
Features	  of	  these	  Real	  Books	  were	  identified	  so	  that	  a	  comparison	  could	  be	  made	  between	  established	  Real	  
Books	  and	  the	  draft	  AJRB.	  Dates	  of	  composition	  were	  examined	  for	  six	  commonly	  available	  Real	  Books	  and	  tallied	  
into	  a	  master	  chart	  to	  display	  the	  range	  of	  composition	  dates.	  Composition	  frequency	  was	  also	  identified	  in	  these	  
Real	  Books,	  to	  identify	  the	  frequency	  of	  which	  certain	  compositions	  are	  contained	  in	  other	  Real	  Books,	  
contributing	  to	  the	  notion	  of	  a	  composition	  being	  a	  ‘standard’.	  The	  purpose	  of	  this	  analysis	  is	  to	  provide	  a	  point	  of	  
comparison	  to	  the	  draft	  AJRB,	  and	  to	  create	  a	  draft	  AJRB	  with	  similar	  attributes	  to	  these	  commonly	  available	  Real	  
Books	  as	  identified	  by	  the	  survey	  respondents	  as	  important.	  The	  results	  are	  as	  follows:	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Analysis	  of	  Compositions	  and	  Dates	  
Dates	  of	  composition	  refer	  to	  the	  date	  of	  copyright	  that	  appears	  at	  the	  bottom	  of	  the	  music.	  As	  this	  date	  is	  likely	  
to	  be	  very	  close	  to	  the	  date	  of	  composition,	  it	  is	  regarded	  as	  the	  date	  of	  creation.	  It	  is	  impossible	  to	  know	  if	  there	  
is	  a	  substantial	  difference	  between	  the	  actual	  date	  of	  composition	  and	  the	  year	  of	  copyright.	  
The	  Hal	  Leonard	  Real	  Book	  series	  Vol.	  1,	  2	  and	  3	  are	  legalised	  versions	  of	  illegal	  originals.	  The	  illegal	  original	  
versions	  included	  compositions	  up	  to	  the	  1980s.	  All	  tunes	  represented	  in	  the	  charts	  above	  after	  1980	  are	  
additions	  to	  the	  original	  books.	  In	  HLRB	  volume	  1	  there	  is	  a	  spike	  at	  2004.	  This	  is	  because	  the	  compositions	  
copyrighted	  at	  that	  time	  were	  for	  compositions	  that	  were	  previously	  out	  of	  copyright,	  traditional	  compositions	  in	  
the	  public	  domain,	  or	  have	  had	  the	  rights	  purchased	  by	  Hal	  Leonard	  for	  publication.	  This	  explains	  the	  spike	  for	  
Volume	  2	  in	  1999;	  and	  the	  2006	  spike	  in	  volume	  3.	  
	  
From	  these	  figures,	  we	  can	  see	  that	  there	  are	  a	  variety	  of	  different	  compositional	  dates.	  The	  number	  of	  
compositions	  ranges	  from	  195	  to	  409.	  Each	  of	  these	  Real	  Books	  has	  a	  different	  flavour	  and	  makeup	  of	  tunes,	  and	  
some	  volumes	  focus	  on	  representing	  music	  of	  a	  certain	  era,	  demonstrated	  by	  the	  largest	  concentration	  of	  tunes	  
composed	  in	  that	  year	  or	  period	  of	  time.	  These	  figures	  demonstrate	  a	  large	  compositional	  date	  range	  contained	  
in	  Real	  Books,	  starting	  from	  1918.	  The	  period	  most	  active	  for	  compositional	  dates	  was	  1956-­‐1968,	  with	  the	  late	  
1970s	  being	  active	  too.	  The	  only	  period	  that	  was	  comparatively	  inactive	  was	  the	  early	  1970s.	  
	  
Whilst	  it	  would	  be	  possible	  to	  develop	  an	  AJRB	  based	  on	  this	  data,	  it	  represents	  the	  development	  of	  North	  
American	  jazz,	  and	  not	  Australian	  jazz.	  Although	  there	  are	  similarities	  and	  influences,	  given	  the	  geographic	  and	  
cultural	  distance	  between	  Australia	  and	  North	  America	  it	  would	  be	  inaccurate	  to	  develop	  an	  AJRB	  based	  on	  this	  
data	  alone.	  It	  has,	  however,	  provided	  an	  important	  detail	  of	  the	  composition	  of	  Real	  Books	  and	  informed	  the	  
development	  of	  the	  AJRB.	  
	  
There	  are	  many	  Real	  Books	  that	  are	  commercially	  available	  from	  music	  retailers.	  Compositions	  are	  frequently	  
repeated	  in	  many	  of	  these	  volumes.	  ‘Standards’	  are	  most	  often	  represented	  across	  most	  books.	  An	  analysis	  of	  the	  
first	  20	  compositions	  of	  these	  six	  books	  reveals	  that	  many	  of	  the	  same	  tunes	  appear	  in	  other	  books.	  Below	  is	  an	  
analysis	  of	  each	  composition’s	  frequency	  found	  in	  commonly	  available	  Real	  Books.	  The	  purpose	  of	  this	  analysis	  is	  
to	  demonstrate	  the	  notion	  of	  ‘standard’	  tunes,	  and	  the	  frequency	  with	  which	  they	  occur	  in	  available	  Real	  Books.	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Table	  3:	  Frequency	  of	  Standards	  in	  Hal	  Leonard	  and	  Sher	  Real	  Book	  series	  that	  occur	  in	  other	  Real	  Books:	  	  
(Frequency	  =	  the	  number	  of	  Real	  books	  each	  composition	  is	  in)	  
	  
NRB1	   Frequency	   NRB2	   Freq.	   NRB3	   Freq.	  
Affirmation	   7	   Afro-­‐Centric	   3	   Actual	  Proof	   4	  
Airegin	   12	   After	  The	  Rain	   3	   The	  Airie	   3	  
All	  Of	  Me	   13	   After	  You’ve	  Gone	   11	   Ain’t	  That	  Peculiar	   4	  
All	  or	  Nothing	  At	  All	   14	   Ain’t	  Misbehavin’	   14	   Aja’s	  Theme	   3	  
All	  The	  Things	  You	  Are	   11	   Along	  Came	  Betty	   8	   Almost	  Like	  Being	  In	  Love	   3	  
Always	  There	   3	   Asa	   4	   American	  Gothic	   3	  
Ana	  Maria	   8	   Avance	   3	   And	  It	  All	  Goes	  Round	   3	  
Angel	  Eyes	   22	   Baby	  It’s	  Cold	  Outside	   9	   Another	  Star	   6	  
Anthropology	   11	   Baja	  Bajo	   3	   Another	  Time	   3	  
Autumn	  Leaves	   17	   Bass	  Blues	   3	   Appointment	  in	  Ghana	   3	  
Baby,	  I	  Love	  You	   3	   Beauty	  and	  the	  Beast	   8	   Arietas	   3	  
Basin	  Street	  Blues	   19	   Bessie’s	  Blues	   9	   Autumn	  Serenade	   3	  
Beautiful	  Love	   8	   Black	  and	  Blue	   3	   B-­‐Sting	   3	  
Bernie’s	  Tune	   9	   Black	  Coffee	   9	   Baby	  Come	  To	  Me	   3	  
Bird	  Food	   3	   Blues	  For	  Alice	   8	   Backstage	  Sally	   6	  
Black	  Ice	   3	   Blues	  for	  Yna	  Yna	   3	   Ballad	  for	  Two	  Musicians	   3	  
Black	  Narcissus	   7	   Body	  And	  Soul	   19	   Bird	  Of	  Beauty	   3	  
Blame	  It	  On	  My	  Youth	   5	   Bolivia	   5	   Black	  Nile	   8	  
Blizzard	  Of	  Lies	   3	   The	  Boy	  Next	  Door	   3	   Blue	  Moon	   3	  
Blue	  Bossa	   8	   Bye	  Bye	  Blackbird	   12	   Blue	  Spirits	   3	  
	  
RBv1e6	   Freq.	   RBv2e2	   Freq.	   RBv3e2	   Freq.	  
African	  Flower	   5	   Ablution	   3	   Ac-­‐cent-­‐tchu-­‐ate	  The	  Positive	   6	  
Afro	  Blue	   6	   Adam's	  Apple	   3	   After	  You	   5	  
Afternoon	  In	  Paris	   11	   Affirmation	   7	   After	  You’ve	  Gone	   11	  
Água	  De	  Beber	   8	   Airmail	  Special	   3	   Ain’t	  Misbehavin’	   14	  
Airegin	   12	   Alfie’s	  Theme	   3	   Ain't	  That	  A	  Kick	  In	  The	  Head	   2	  
Alfie	   4	   All	  Alone	   3	   Aisha	   4	  
Alice	  In	  Wonderland	   13	   Altoitis	   3	   All	  My	  Tomorrows	   9	  
All	  Blues	   9	   Another	  Star	   6	   All	  or	  Nothing	  At	  All	   14	  
All	  By	  Myself	   8	   Are	  You	  Havin'	  Any	  Fun?	   5	   All	  The	  Way	   7	  
All	  Of	  Me	   13	   April	  Skies	   3	   Allanjuneally	   2	  
All	  Of	  You	   16	   Ask	  Me	  now	   5	   Alone	  Too	  Long	   2	  
All	  The	  Things	  You	  Are	   11	   Avalon	   5	   Along	  Came	  Betty	   8	  
Alright,	  Okay,	  You	  Win	   8	   At	  The	  Mambo	  Inn	   3	   Always	  And	  Forever	   4	  
Always	   7	   Avalon	   5	   Among	  My	  Souvenirs	   5	  
Ana	  Maria	   8	   Bags	  and	  Trane	   4	   Amor	   1	  
Angel	  Eyes	   22	   Bag’s	  Groove	   10	   Antigua	   5	  
Anthropology	   11	   Ba-­‐Lue	  Bolivar	  Ba-­‐
Lues_Are	  
5	   Aquellos	  Ojos	  Verdes	  (Green	  
Eyes)	  
5	  
Apple	  Honey	   7	   Barbados	   6	   Aren't	  You	  Glad	  You're	  You	   6	  
April	  In	  Paris	   6	   Barbara	   3	   As	  Long	  As	  I	  Live	   3	  






In	  considering	  the	  primary	  objective	  of	  undertaking	  the	  research	  of	  developing	  an	  AJRB,	  this	  has	  been	  achieved.	  
An	  AJRB	  can	  be	  created	  through	  a	  mixed-­‐methods	  approach	  as	  an	  insider-­‐researcher	  conducting	  a	  work-­‐based	  
research	  project.	  The	  AJRB	  has	  been	  developed	  according	  to	  the	  results	  gained	  from	  the	  web	  survey.	  Key	  
informant	  interviews	  have	  provided	  greater	  insights	  and	  detail	  that	  I	  used	  to	  refine	  the	  draft	  AJRB.	  There	  were	  
five	  major	  revisions	  of	  the	  draft	  AJRB,	  and	  on	  this	  final	  draft	  I	  feel	  that	  I	  have	  developed	  a	  comprehensive	  
representation	  of	  an	  AJRB.	  There	  was	  overwhelming	  and	  unanimous	  support	  for	  the	  implementation	  of	  an	  AJRB	  
from	  the	  web	  survey	  respondents.	  There	  was	  much	  feedback	  and	  encouragement	  and	  many	  suggestions	  for	  the	  
development	  of	  an	  AJRB.	  There	  has	  been	  encouragement	  for	  the	  AJRB	  to	  be	  used	  in	  educational	  institutions	  as	  
web	  survey	  respondents	  identified	  a	  lack	  of	  uniquely	  Australian	  jazz	  to	  play	  and	  practice.	  Undoubtedly	  this	  
encouragement	  as	  an	  insider-­‐researcher	  has	  made	  the	  research	  process	  easier.	  
The	  original	  aims	  of	  undertaking	  this	  research	  included:	  
• Making	  Australian	  jazz	  compositions	  available.	  
• Enabling	  Australian	  jazz	  musicians	  to	  share	  a	  common	  language	  and	  knowledge	  of	  repertoire	  with	  the	  use	  
of	  the	  AJRB.	  	  
• Encouraging	  greater	  awareness	  of	  Australian	  jazz	  music	  and	  musicians.	  
• Developing	  an	  available	  and	  useful	  resource	  for	  practising	  musicians	  in	  educational	  settings.	  
• Developing	  a	  collection	  of	  significant	  Australian	  jazz	  compositions	  for	  archival	  and	  study	  purposes.	  
• Documenting	  aspects	  of	  the	  history	  and	  development	  of	  the	  Australian	  jazz	  sound.	  
Whilst	  this	  study	  did	  not	  encompass	  the	  implementation	  of	  the	  AJRB,	  I	  believe	  that	  its	  development	  has	  gone	  a	  
long	  way	  towards	  addressing	  the	  aims	  of	  making	  Australian	  jazz	  compositions	  available,	  encouraging	  greater	  
awareness	  of	  Australian	  jazz,	  and	  developing	  a	  useful	  resource	  for	  practising	  and	  performing	  musicians.	  
The	  creation	  of	  the	  AJRB	  is	  the	  start	  of	  many	  other	  processes	  needed	  to	  further	  acknowledge	  and	  make	  available	  
Australian	  jazz.	  The	  AJRB	  is	  a	  needed	  resource,	  particularly	  in	  tertiary	  music	  education	  communities.	  With	  its	  
availability,	  it	  provides	  curriculum	  designers	  with	  the	  opportunity	  to	  integrate	  previously	  unavailable	  Australian	  
jazz	  into	  curricula.	  	  
Due	  to	  the	  large	  amount	  of	  data	  collected	  through	  the	  survey,	  Real	  Book	  analysis	  and	  the	  number	  of	  stages	  and	  
decisions	  involved	  in	  drafting	  an	  AJRB	  volume	  1,	  this	  study	  has	  raised	  further	  questions	  not	  originally	  considered.	  
The	  initial	  analysis	  of	  the	  survey	  has	  resulted	  in	  the	  consideration	  of	  other	  questions	  such	  as:	  What	  is	  the	  
Australian	  jazz	  sound	  and	  does	  it	  exist?	  The	  Australian	  jazz	  sound	  has	  been	  difficult	  to	  define	  and	  survey	  
respondents	  have	  provided	  some	  insight	  into	  its	  existence,	  perceived	  or	  not.	  Further	  investigation	  in	  interviews	  
needs	  to	  be	  done	  to	  gain	  a	  greater	  insight	  to	  this	  question.	  The	  original	  question	  of	  “How	  do	  you	  develop	  an	  
Australian	  Jazz	  Real	  Book?”	  has	  to	  a	  certain	  extent	  been	  answered	  through	  the	  many	  respondents	  of	  the	  survey	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identifying	  their	  requirements	  in	  an	  educational	  and	  practical	  resource;	  an	  analysis	  of	  commonly	  available	  and	  
widely	  used	  Real	  Books;	  and	  also	  from	  the	  insights	  from	  the	  key	  informant	  interviews.	  I	  have	  developed	  an	  
understanding	  to	  an	  extent	  of	  how	  an	  AJRB	  would	  look,	  feel,	  function,	  work	  and	  its	  purpose.	  I	  have	  developed	  a	  
draft	  AJRB	  in	  accordance	  with	  this	  understanding.	  My	  position	  as	  insider-­‐researcher	  has	  enabled	  me	  to	  gain	  
contact	  with	  key	  informants	  and	  illicit	  valuable	  responses	  to	  the	  AJRB.	  
	  
Paul	  Grabowsky	  was	  mentioned	  many	  times	  in	  the	  survey,	  and	  is	  generally	  considered	  as	  the	  pinnacle	  of	  jazz	  
achievement	  in	  Australia,	  highly	  regarded	  for	  his	  artistic	  integrity.	  What	  is	  interesting	  to	  note	  is	  the	  fact	  that	  
Australia’s	  best	  known	  jazz	  export,	  James	  Morrison,	  has	  been	  hardly	  mentioned	  by	  his	  peers.	  Morrison	  was	  
ranked	  the	  19th	  in	  Figure	  32:	  ‘Times	  Mentioned	  in	  AJRB	  survey’	  with	  only	  17	  others	  mentioning	  his	  name.	  What	  is	  
the	  reason	  for	  this?	  Is	  it	  the	  apparent	  inaccessibility	  of	  his	  local	  jazz	  performances	  due	  to	  his	  constant	  overseas	  
touring?	  Is	  it	  his	  focus	  on	  the	  more	  accessible	  and	  popular	  elements	  of	  jazz?	  Is	  it	  his	  ego?	  Or	  is	  it	  a	  ‘Tall	  Poppy	  
Syndrome’	  that	  his	  musical	  peers	  judge	  him	  by,	  as	  he	  has	  been	  internationally	  successful?	  
The	  focus	  of	  the	  AJRB	  clearly	  identified	  by	  survey	  respondents	  and	  key	  informants	  is	  that	  it	  should	  be	  a	  useful	  
resource,	  and	  to	  conform	  to	  existing	  Real	  Books	  whose	  determination	  is	  to	  create	  a	  resource	  that	  is	  accurate,	  
enjoyable,	  practical,	  and	  fun.	  The	  AJRB	  was	  developed	  with	  this	  usability	  and	  practicality	  in	  mind.	  It	  contains	  tunes	  
that	  can	  be	  played	  on	  a	  gig,	  as	  well	  as	  compositions	  that	  require	  analysis	  and	  practice	  to	  overcome.	  It	  contains	  a	  
range	  of	  styles	  and	  many	  different	  musical	  elements	  and	  performance	  techniques.	  I	  would	  hope	  the	  AJRB	  will	  be	  
used	  in	  practical	  contexts,	  if	  there	  is	  a	  good	  tune	  that	  fits	  the	  mood	  of	  the	  gig,	  regardless	  of	  the	  composer’s	  
reputation	  or	  standing	  in	  the	  jazz	  community.	  	  
There	  has	  also	  been	  an	  indication	  by	  survey	  respondents	  to	  represent	  the	  Australian	  jazz	  artists	  that	  have	  made	  a	  
significant	  contribution	  towards	  the	  development	  of	  the	  local	  jazz	  scene.	  Many	  of	  these	  artists	  are	  retired	  or	  have	  
passed	  away;	  and	  their	  musical	  legacy	  has	  not	  been	  passed	  down	  to	  the	  next	  generation	  with	  many	  of	  the	  
younger	  students	  of	  jazz	  having	  no	  awareness,	  understanding	  or	  knowledge	  of	  the	  pioneers	  of	  Australian	  jazz.	  
Their	  recordings	  have	  not	  been	  re-­‐released	  on	  CD,	  the	  vinyl	  records	  are	  hard	  to	  obtain,	  and	  their	  compositions	  are	  
not	  being	  played,	  as	  they	  are	  not	  represented	  in	  an	  AJRB	  that	  is	  available.	  Many	  survey	  respondents	  made	  this	  
point	  and	  I	  received	  additional	  email	  responses	  to	  further	  illustrate	  the	  frustration	  that	  many	  people	  in	  the	  
Australian	  jazz	  community	  feel	  about	  this	  issue.	  
Nearly	  half	  (49%)	  of	  survey	  respondents	  identified	  that	  they	  would	  like	  an	  AJRB	  of	  200-­‐250	  compositions.	  Multiple	  
volumes	  may	  be	  possible.	  There	  was	  a	  general	  indication	  of	  which	  composers	  should	  be	  included	  in	  the	  AJRB	  (as	  
represented	  in	  Figure	  32:	  Times	  Mentioned	  in	  AJRB	  Web	  Survey,	  however,	  there	  was	  little	  mention	  of	  specific	  
compositions.	  What	  I	  found	  is	  that	  in	  developing	  the	  AJRB,	  200-­‐250	  compositions	  was	  not	  enough	  to	  represent	  
the	  needs	  of	  the	  Australian	  jazz	  community,	  and	  was	  further	  emphasised	  in	  the	  key	  informant	  interviews.	  I	  would	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be	  interested	  to	  see	  what	  the	  majority	  of	  web	  respondents	  would	  have	  selected	  if	  there	  were	  additional	  options	  
of	  300-­‐399,	  and	  400+	  pieces.	  
The	  initial	  interpretation	  of	  results	  from	  the	  survey	  has	  informed	  a	  possible	  construction	  of	  an	  AJRB.	  The	  survey	  
questions	  have	  suggested	  what	  the	  majority	  of	  respondents	  would	  prefer	  how	  an	  AJRB	  should	  look,	  feel	  and	  
function.	  However	  there	  has	  not	  been	  time	  yet	  to	  obtain	  feedback	  by	  practising	  musicians	  and	  educators	  to	  
comment	  on	  the	  usability	  and	  usefulness	  of	  this	  draft	  AJRB.	  This	  analysis	  of	  implementation	  could	  form	  part	  of	  
subsequent	  research.	  
In	  summarising	  the	  Australian	  jazz	  community	  through	  conducting	  this	  research,	  I	  have	  gained	  the	  perspective	  
that	  the	  AJRB	  should	  endeavour	  to	  ‘not	  leave	  anyone	  out’	  as	  much	  as	  possible.	  I	  anticipate	  that	  there	  will	  be	  a	  
certain	  amount	  of	  criticism	  of	  any	  attempt	  to	  create	  an	  AJRB,	  whether	  it	  had	  100	  or	  1000	  tunes	  in	  it.	  Whilst	  there	  
are	  consistent	  themes	  arising	  from	  the	  survey	  and	  key	  informant	  interviews,	  I	  believe	  that	  if	  another	  insider-­‐
researcher	  were	  to	  attempt	  the	  creation	  of	  an	  AJRB,	  the	  results	  would	  likely	  be	  different,	  due	  to	  different	  value	  
systems,	  methodologies,	  geographical	  location,	  educational	  history,	  personal	  preferences,	  and	  the	  level	  to	  which	  
the	  researcher	  is	  an	  ‘insider’	  in	  the	  Australian	  jazz	  community.	  	  
Overall	  the	  draft	  AJRB	  has	  been	  created	  according	  to	  the	  results	  gained	  from	  the	  survey.	  Key	  informant	  interviews	  
have	  provided	  greater	  insights	  and	  detail	  that	  I	  used	  to	  refine	  the	  draft	  AJRB.	  There	  were	  five	  major	  revisions	  of	  
the	  draft	  AJRB,	  and	  on	  this	  final	  draft	  I	  feel	  that	  I	  have	  developed	  a	  comprehensive	  representation	  of	  an	  AJRB.	  	  
An	  AJRB	  has	  the	  potential	  to	  make	  an	  important	  contribution	  to	  the	  documentation	  and	  definition	  of	  an	  
Australian	  jazz	  sound.	  It	  could	  be	  a	  culturally	  significant	  document	  as	  well	  as	  a	  useful	  tool	  for	  practising	  musicians	  
and	  educators	  in	  Australia.	  There	  is	  no	  readily	  available	  Real	  Book	  resource	  of	  Australian	  jazz	  compositions	  to	  
study	  and	  practice.	  I	  believe	  that	  in	  conducting	  this	  research,	  the	  development	  of	  the	  AJRB	  could	  be	  a	  useful	  
resource	  in	  practical	  and	  educational	  contexts.	  An	  AJRB	  could	  define	  the	  unique	  characteristics	  of	  the	  Australian	  
jazz	  sound	  and	  present	  a	  different	  approach	  to	  jazz	  composition	  as	  compared	  to	  American	  or	  European	  
approaches.	  
With	  the	  availability	  of	  the	  AJRB	  and	  integration	  within	  educational	  institutions	  I	  believe	  the	  next	  generations	  of	  
Australian	  jazz	  musicians	  will	  have	  an	  increased	  knowledge	  and	  awareness	  of	  Australian	  jazz	  music	  and	  will	  more	  
likely	  to	  be	  integrated	  into	  the	  Australian	  jazz	  community.	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Chapter	  5.	  Conclusions	  and	  Recommendations	  
The	  research	  question	  guiding	  this	  study	  was:	  ‘How	  is	  an	  Australian	  Jazz	  Real	  Book	  developed?’	  I	  have	  determined	  
that	  an	  AJRB	  can	  be	  created	  through	  a	  mixed-­‐methods	  approach	  as	  an	  insider-­‐researcher	  conducting	  a	  work-­‐
based	  research	  project.	  
	  
In	  considering	  the	  secondary	  question	  ‘What	  is	  an	  Australian	  jazz	  sound?’	  it	  is	  difficult	  to	  specifically	  define	  and	  
pinpoint	  the	  Australian	  jazz	  sound.	  There	  are	  highly	  original	  voices	  within	  the	  Australian	  jazz	  community,	  but	  
there	  is	  no	  common	  thread	  of	  musical	  attributes	  that	  link	  these	  individuals.	  In	  summarising	  Australian	  jazz,	  there	  
is	  often	  a	  sense	  of	  space,	  and	  a	  freedom	  of	  interpreting	  stylistic	  conventions.	  There	  are	  strong	  compositional	  
voices	  as	  well	  as	  performers	  who	  are	  of	  world	  standard.	  
	  
An	  Australian	  Jazz	  Real	  Book	  draft	  was	  produced.	  The	  AJRB	  draft	  covers	  a	  wide	  variety	  of	  styles	  and	  levels	  of	  
difficulty,	  was	  constructed	  to	  be	  consistent	  with	  the	  findings	  from	  the	  survey,	  real	  book	  analysis,	  and	  has	  been	  
identified	  as	  a	  useful	  resource	  by	  the	  Key	  Informants.	  The	  AJRB	  differs	  in	  composition	  from	  the	  Sher	  New	  Real	  
Book	  and	  Hal	  Leonard	  Real	  Book	  series	  because	  Australia	  has	  had	  a	  different	  jazz	  history	  and	  development	  as	  
compared	  to	  North	  America.	  Australian	  jazz	  has	  largely	  been	  responsive	  to	  overseas	  trends	  and	  has	  not	  
developed	  organically	  out	  of	  the	  Tin	  Pan	  Alley	  show	  tune	  history.	  	  
	  
The	  interpretation	  of	  these	  results	  and	  the	  AJRB	  that	  has	  resulted	  from	  these	  findings	  will	  hopefully	  be	  suitable	  
for	  educational	  and	  performance	  situations.	  Further	  investigation	  and	  research	  could	  be	  done	  to	  ascertain	  if	  the	  
AJRB	  is	  suitable	  for	  these	  purposes.	  The	  secondary	  questions	  ‘What	  do	  practising	  and	  professional	  Australian	  jazz	  
musicians	  need	  in	  a	  resource	  to	  enable	  them	  to	  use	  more	  Australian	  jazz	  music?’	  and	  ‘In	  what	  way	  can	  the	  
development	  of	  an	  Australian	  Jazz	  Real	  Book	  contribute	  to	  popular	  and	  contemporary	  repertoire?’	  were	  largely	  
addressed	  in	  the	  key	  informant	  interviews	  as	  they	  are	  open	  questions	  and	  not	  easily	  answerable	  in	  a	  survey	  
format.	  The	  survey	  has	  gone	  some	  way	  towards	  developing	  an	  understanding	  as	  to	  what	  musicians	  would	  find	  
useful	  in	  an	  AJRB,	  but	  further	  work	  must	  be	  done	  to	  understand	  what	  practising	  and	  professional	  Australian	  jazz	  
musicians	  need	  in	  a	  resource	  to	  help	  them	  play	  Australian	  jazz	  music	  more,	  particularly	  in	  educational	  settings.	  
Interesting	  research	  could	  be	  conducted	  by	  responding	  to	  the	  AJRB’s	  implementation	  within	  an	  educational	  
institution.	  
The	  creation	  of	  the	  AJRB	  is	  the	  start	  of	  many	  other	  processes	  needed	  to	  further	  acknowledge	  and	  make	  available	  
Australian	  jazz.	  The	  AJRB	  is	  considered	  a	  needed	  resource,	  particularly	  in	  tertiary	  music	  education	  communities.	  
With	  its	  availability,	  it	  provides	  curriculum	  designers	  with	  the	  opportunity	  to	  integrate	  previously	  unavailable	  
Australian	  jazz	  into	  curricula.	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Recommendations	  for	  future	  research	  
There	  are	  many	  avenues	  that	  could	  be	  pursued	  from	  this	  study.	  
The	  next	  step	  in	  the	  evolution	  of	  the	  AJRB’s	  development	  could	  be	  to	  research	  its	  implementation	  within	  an	  
Australian	  tertiary	  music	  institution	  or	  secondary	  school.	  Results	  from	  this	  endeavour	  could	  provide	  a	  series	  of	  
recommendations	  of	  what	  to	  include	  in	  a	  companion	  document	  aiding	  students	  in	  educational	  institutions,	  or	  
website	  resource	  possibly	  including	  solo	  transcriptions	  and	  backing	  tracks.	  
Additional	  responses	  should	  be	  sought	  from	  the	  Australian	  jazz	  community	  as	  to	  how	  they	  have	  been	  using	  the	  
AJRB	  and	  what	  they	  would	  like	  to	  see	  in	  an	  AJRB	  Volume	  2.	  	  
A	  possible	  avenue	  for	  research	  exploration	  could	  be	  based	  on	  incorporating	  action	  research	  spirals.	  This	  could	  
involve	  assessing	  the	  AJRB,	  implementing	  it	  in	  a	  practical	  or	  educational	  setting,	  and	  producing	  a	  second	  AJRB	  
volume.	  I	  hope	  that	  once	  AJRB	  volume	  1	  is	  circulated	  amongst	  the	  Australian	  jazz	  community,	  there	  would	  be	  
discussion	  about	  what	  was	  not	  included,	  as	  well	  as	  perceived	  over-­‐representation	  from	  some	  composers.	  
Community	  based	  participatory	  research	  from	  an	  insider	  researcher	  could	  be	  used	  to	  assess	  the	  extent	  to	  which	  
the	  AJRB	  volume	  1	  has	  provided	  a	  useful	  resource	  for	  practising	  and	  performing	  musicians.	  
Research	  could	  be	  done	  in	  conjunction	  with	  the	  National	  Film	  and	  Sound	  Archive’s	  (NFSA)	  Australian	  Jazz	  Archive	  
(AJA)	  and	  other	  state-­‐based	  jazz	  archives	  such	  as	  the	  Victorian	  Jazz	  Archives	  to	  produce	  an	  additional	  book	  
containing	  early	  Australian	  jazz	  works,	  for	  example	  pre	  1950.	  This	  research	  could	  be	  done	  as	  part	  of	  a	  Research	  in	  
Residence	  program	  that	  the	  NFSA	  offers.	  
There	  is	  a	  significant	  opportunity	  to	  take	  advantage	  of	  technological	  developments	  and	  deliver	  the	  AJRB	  in	  a	  
digital	  format,	  view	  it	  on	  a	  digital	  device,	  and	  interact	  with	  other	  users	  digitally.	  There	  is	  the	  possibility	  to	  deliver	  
the	  AJRB	  as	  an	  iPad	  application,	  using	  either	  a	  .pdf	  viewer,	  or	  by	  using	  Avid’s	  Scorch	  program	  which	  views	  Sibelius	  
files,	  can	  transpose	  them	  and	  also	  play	  them	  back.	  There	  is	  opportunity	  to	  develop	  additional	  digital	  interactions	  
within	  this	  program,	  so	  that	  practising	  students	  can	  interact	  with	  other	  students	  online,	  observe	  live	  recordings	  
and	  YouTube	  videos	  of	  that	  tune	  being	  played,	  see	  additional	  performance	  notes	  from	  the	  composer,	  as	  well	  as	  
many	  other	  interactions.	  A	  new	  online	  community	  of	  practising	  and	  performing	  Australian	  jazz	  musicians	  could	  be	  
fostered	  through	  technology,	  surpassing	  the	  problems	  identified	  elsewhere	  in	  this	  research	  project	  such	  as	  
geographic	  isolation.	  An	  online	  forum	  and	  communication	  channels	  within	  an	  iPhone/iPad	  app	  could	  provide	  a	  
valuable	  conduit	  between	  artist	  and	  consumer,	  bypassing	  the	  lack	  of	  media	  exposure	  jazz	  typically	  receives	  in	  
Australia.	  
Processes	  and	  methodologies	  used	  in	  this	  research	  could	  be	  used	  as	  a	  research	  framework	  and	  provide	  
recommendations	  for	  creating	  a	  Real	  Book	  from	  another	  geographic	  area.	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More	  work	  needs	  to	  be	  done	  to	  integrate	  the	  AJRB	  into	  educational	  curricula,	  including	  selecting	  tunes	  specifically	  
for	  use	  on	  music	  performance	  syllabi	  in	  educational	  institutions	  with	  solo	  transcriptions	  and	  backing	  tracks.	  A	  
short	  book	  could	  be	  produced	  containing	  these	  resources	  designed	  for	  integration	  into	  the	  music	  performance	  
assessment	  curricula	  of	  AMEB,	  ANZCA,	  and	  the	  Australian	  Curriculum.	  	  
Hopefully,	  the	  Australian	  Jazz	  Real	  Book	  will	  be	  regarded	  as	  a	  significant	  contribution	  to	  performers	  and	  educators	  
around	  Australia.	  It	  has	  been	  identified	  as	  an	  important	  resource	  by	  key	  informants	  and	  survey	  respondents,	  and	  
has	  been	  earmarked	  for	  integration	  into	  one	  tertiary	  institution’s	  music	  curricula.	  The	  AJRB	  has	  gone	  some	  way	  to	  
making	  Australian	  jazz	  available	  to	  the	  next	  generation	  of	  musicians,	  ensuring	  that	  our	  rich	  cultural	  heritage	  of	  
music	  and	  musicians	  is	  not	  forgotten.	  I	  look	  forward	  to	  the	  Australian	  Jazz	  Real	  Book	  being	  a	  well-­‐used	  resource,	  
and	  that	  musicians	  find	  great	  enjoyment	  in	  playing	  tunes	  from	  it.	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